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The subject of this thesis is the literary criticism
of Thonfis Stearns Eliot. The material involved is a large
number of essays# lectures# magazine articles and reviews#
which have appeared during the last thirty-three years. Of
these I have been able to find and read one hundred and thirty-
two. There are others# but these are sufficient for the pur-
pose of this thesis# Mr. Eliot himself having sifted his work
and published collections of those which he considered most
important
.
I Intend to state Eliot *s ideas about literature# as
much as possible in his own words. I shall illustrate#
wherever necessary# from his comments on specific authors or
works. In the first section# that on Eliot and his Point of
View# there will be a brief consideration of Eliot’s style#
method# and general literary practise. Otherwise there is to
be no survey of his whole work as a critic# of his choice of
literary subjects# or of his philosophical# social# and
religious essays.
I shall not make any estimate of his place# as a
critic# in contemporary literature. However in the bibllo-
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graphy I shall include with all of Eliot’s prose works which
I have read, the more interesting and pertinent of the
critical books and articles about him, I shall not attempt
to judge Eliot’s criticism, to trace his indebtedness, his
influence, or his place in the history of literature. That
is the work of the future. Nor shall I discuss the relation
of his critical to his creative labors.
I believe that the essays are worth knowing in and
for themselves and because they have had, I am certain, an
energizing effect on the study of English literature and have
created a new interest in the authors about whom they were
wri tten
.
Many of the essays are available only in Eliot’s
collections. Therefore, in my notes, I shall refer wherever
possible to Selected Essays, 1917-1952
,
and I shall refer to
his other books and to periodicals only for essays not in-
cluded in the 1932 publication, I have checked many of the
republished essays with their first printings and have con-
cluded that they are as originally written, neither amended
nor abridged. In the footnotes I shall refer to books of
which Eliot is the sole author by the title-initials and the
page. Essays which appear in periodicals, in collections
of more than one author or as introductions to the books of
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other authors, I shall refer to by title and date of publica-
tion. Following is a list of abbreviations used.
EAM Essays Ancient and Modern
EE Elizabethan Essays
FLA For Lancelot Andrewes
HJD. Homage to J olin Dryden
JD J ohn Dryden
SE Selected Essays 1917 - 1932
3W The Sacred Wood
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Thomas Stearns Eliot is a belletrist; he has made
literature and criticism his vocation. He does not claim to
be a great creative genius. In his ovm critical categories
he aspires, I should say, to be what he once startlingly
called ”a poetaster who \inder stands his own limitations, one
of our useful second order minds; a good minor poet or a good
critic.”^ Yet Mr. Paul Elmer More says Mr, Eliot is "per-
haps the most distinguished man of letters today in the
„2
English-speaking world."
He was born at St, Louis in 1688 and was educated at
Harvard, where as an undergraduate he helped edit the Ad voca te
and as a graduate student he wrote a doctoral dissertation
on F, H, Bradley. He soon adopted England as his home.
There "he has Anglicized and Europeanized himself"; "he has
1 SW xiii,
2 Paul Elmer More, Cleft Eliot (1932).
3
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beccirae more European than the Europeans”; yet ”Mr. Eliot
never seems more American than when he is most European."
He has now for many years been a British subject.
His eminence in the world of letters has been recog-
nized by honorary degrees from Cambridge, Columbia, Bristol,
Leeds and Edinburgh. He is an Honorary Fellow of Magdalene
College, Cambridge and Director of the London publishing house,
Faber and Faber, Ltd. He has authored The Waste Land,
Ash Wednesday, other poems, and several collections of verse,
a half dozen volumes of literary criticism and numerous
prefaces, introductory essays, editorials, book reviews,
letters, commentaries or contributions, also three plays:
The Rock, Murder in the Cathedral, and Family Reunion, He
was Clark Lecturer at Trinity College, Cambridge in 1926,
Charles Eliot Norton Lecturer at Harvard 1932-53, and Page-
Barbour Lecturer at the University of Virginia in 1933, He
edited The Criterion from its beginning in 1923 until very
recently and has helped with other reviews.
4 Dilys Powell, Descent from Parnassus
.
New York; The Mac-
millan Company, 1934.
5 Horace Gregory, The Unities and Eliot (1939).
6
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THE NEED FOR CRITICISM
Through all this variety of literary endeavor,
creative and editorial, Eliot has become more and more the
critic. He has taken the critic’s mantle not in the mood of
the woman’s club lecturer but with high seriousness. And the
particular critic in whose footsteps he follows despite the
derision in which he sometimes holds him is Matthew Arnold,
He would do for the twentieth century what Arnold did for the
Victorian era.
Eliot views with alarm the present state of literature,
a state which needs criticism, ’’Contemporary literature like
contemporary politics, is confused by the moment- to-moment
struggle for existence; but the time arrives when an exam.lna-
,,1
tion of principles is necessary." He decries the state of
the English language,
,,,, the vague jargon of our time, when v;e have
a vocabulary for everything and exact ideas
about nothing - when a word half understood,
torn from its place in some alien or half formed
1 SE 91.
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science, as of psychology, conceals from both
writer and reader the meaninglessness of a
statement, when all dogma is in doubt except
the dogmas of sciences of which we have read
in the newspapers, when the language of theology
itself under the influence of an undisciplined
mysticism of popular philosophy, tends to become
a language of tergi sversa tion, . .
2
Criticism is the remedy, "The present condition of English
literature is lifeless. An inquiry might help to stimulate
the worn out nerves and release the arthritic limbs of our
diction,"^ He attacks the complacency with which the
Englishman views the nineteenth century as an accumulation of
great writers. In 1918 near the beginning of his critical
career he wrote, "We must Insist upon the importance of in-
telligent criticism," - "the ceaseless employment of
criticism by men who are engaged in creative work." Each
4generation m.ust reappraise everything for itself. And in
1942 he reiterates, "There never was a time when it was more
important to think clearly and to define one’s terms." ^
2 SE 295.
3 Prose and Verse (1921),
4 Observe ti ons (1918).
5
Letter to Editor (1942).
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CHAPTER III
THE POINT OF VIEW
or
Eliot’s Critical Creed
In contrast to his emphatic demand for criticism there
is an unpretentiousness almost amounting to humility in the
professions Eliot makes in undertaking this task. Although
he has frequently mentioned the importance of the creative
artist’s comments on his own practise of art, he seldom refers
to his own poetry specifically except to defend it against
charges he thinks unfair. For example he denies the critics’
assertion that "The Waste Land" expressed the disillusionment
of a generation,^ and in answer to I. A. Richards insists
phe has not replaced religion with sex. Against the charge
that there is no coherence between his verse and his critical
prose he says,
I should say thiat in one’s prose reflexions one
may be legitimately occupied with ideals whereas
in the writing of verse one can only deal with
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6Eliot professes no grand plan, no all inclusive system
for his critical works, no ordered treatment, topical or his-
torical, of literature. Early in his career he seems to have
had ambitious plans for an elaborate and thorough treatment of
certain fields and subjects. In 1920 he had in preparation a
4book on the principles of heresy, and in 1929 he again lists
as forthcoming ”The Principles of Modern Heresy" in addition
to "The School of Donne," and "The Outline of Royalism." In
1924 the essay, "Pour Elizabethan Dramatists" is subtitled
5
"A Preface to an Unwritten Book." In the same year he wrote:
My ... intention had been to write a series
of papers on the poetry of the 17th and 18th cen-
turies beginning with Chapman and Donne and end-
ing with Johnson, ,, Including Aurelian Townshend , . .
.
Bishop King, ... and the author of Cooper’s Hill.,,.
That which dissipation interrupts the infirmities
of age come to terminate. One learns to conduct
one’s life with greater economy: I have abandoned
this design in pursuit of other policies.
6
These various projects have either not been carried out
at all or else their subjects have been dealt with only in
essays and lectures which Eliot has been at pains to indicate
do not form any part of a whole. The lecture series "Af ter
Strange Gods " (1934) whose subtitle, "A Primer of Modern
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a statement denying that assumption and insisting that the
lectures are just lectures and were published in book form
only because the lectureship at the University of Virginia for
7
which they were delivered provided for such publication. He
makes the same assertion concerning the Charles Eliot Norton
Lectures which were delivered at Harvard and published under
the title of The Use of Poetry and the Use of Criticism . In
1934 most of Eliot's essgys on Elizabethan authors were brought
together and published in a single volume under the title of
Elizabethan Essays . It included, however, but one essay,
"John Marston," which had not first appeared elsewhere, and
the volume has no preface or introduction which suggests any
pattern or thesis governing the whole.
The heterogeneous nature of Eliot’s critical writings
is established in 1936 by the preface to Essays. Ancient and
Modern
.
I observe that the advertisement of For
Lancelot Andrews
s
advanced the claim that the
essays had a unity of their own. I do not know
whether miy ideals of unity are higher or merely,
my pretentions miOre modest, than eight years ago;
I offer this book as the title implies only as a
miscellaneous collection having no greater unity
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Selected Essays, 1917-1952 contains 33 essays divided
loosely according to subject matter into seven untitled sec-
tions. There is no preface but on the acknowledgement page
Eliot suggests that he has been harried into "what work I have
myself done in preparation of this volume." The key to the
form in which his critical work appears and an important key
to the understanding of his work itself is the small volume,
published in England in 1941, called Points of View . A note
prefixed to the book informs the reader that the selection has
been made and edited with the author's approval and that "it
contains representative passages, ranging from a single para-
graph to a complete essay, and has been designed as an intro-
duction to the author's work in prose." Suggestive titles
are given each excerpt and all are grouped under the four
headings; "Literary Criticism," "Dramatic Criticism," "In-
dividual Authors," and "Religion and Society."
In 1929 Eliot made the oft-quoted and now famous
declaration of his creed;
The general point of view may be described
as classicist in literature, royalist in politics,
and anglo-catholic in religion. These terms
easily lend themselves to 'claptrap' but what
I mean by them is 'temperate conservatism.' ^
9 FLA Preface
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He later qualified this declaration.
It may suggest that the three subjects
[politics, religion and literature ] are of equal
importance to me, which is not so; it may sug-
gest that I accept them on the same grounds and
it may suggest that I believe they all hang or
fall together which is the greatest mistake.
It is interesting to observe that in this statement
31iot used the phrase, "point of view." He had employed the
same phrase as the heading for what is perhaps his earliest
published prose, an unsigned sixteen-line editorial which he
wrote while yet in college. In it Tom Eliot says that the
best excuse for most arguments is for "each side to acknowledg
sympathetically the right of the other to his own point of
view." Throughout his later prose writings "point of view"
occurs again and again; the critic’s stance, which it denotes,
is "as inevitable as breathing" to T. S. iSliot. Its most
important appearance is as the title of the above-mentioned
book.^'^ Thus the works which are considered here and which
were written over a period of more than thirty years represent
from first to last, their author’s point of view,
Eliot denies a critical system partly to explain and
excuse his own practice and partly to emphasize the desirabll-
10 ASG 29.
11 The Point of View (1909).
12 SE 3,
13 Points of View, 1941.
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ity of the critic's "point of view," He is careful not to
value the theories of the past according to their approximation
with his own, for he says:
I am too well aware of limitations of in-
terest and of incapacity'- for abstruse reasoning
I have no general theory of my own; but on the
other hand I would not appear to dismiss the views
of others with the indifference which the prac-
titioner may be supposed to feel towards those
who theorise about his craft .... And while
theories of poetry may be tested by their power
of refining our sensibility and increasing our
understanding we must not ask that they serve even
the purpose of adding to our enjoyment of poetry.
He reduces his own method and theory into the most general
of terms.
Our standards vary with every poet whom we
consider. All we can hope to do, in the attempt
to introduce some order into our preferences, is
to clarify our reasons for finding pleasure in
the poetry we like... 15
The "point of view," I am inclined to -think, resolves
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ELIOT'S METHOD IN CRITICISM
The critical writings of T. S. Eliot appear as
literary essays, magazine articles, book introductions, lec-
tures, and reviews. The form, style and often the attitude
are determined by the purpose for which the particular piece
of criticism was written, ’’Tradition and the Individual
Talent” and "The Function of Criticism" formally express
Eliot's point of view on their respective subjects, ”A
Dialogue on Dramatic Poetry,” although published together with
Dryden's dialogue, is criticism in the form of a literary
exercise, "Andrew Marvell,” "Dryden" and the series on
Elizabethan dramatists are examples of essays designed as
parts of larger works. Such essays as the three on Dryden
which were published separately, "Lancelot Andrewes” and
"John Bramhall” are on subjects of especial interest to Eliot,
subjects in which he was consciously, I think, attempting to
reinterest the literary world. Special events called forth
some of the essays: the Lambeth Conference, "Thoughts After
Lambeth,” and a performance of the Medea, "Euripides and
Professor Murray,"
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New editions of Tennyson, and the Seneca translations
were the occasion for '*In Memoriam" and ’• Seneca in Elizabethan
Translation." These are inforraative essays forcing no par-
ticular attitude on the writer but the introductions to
Selected Poems of Ezra Pound
.
Marianne Moore’s Selec ted
Poems and Perse's Anabasis , all of which books Eliot himself
edited, are laudatory, and attempt to transfer the editorial
enthusiasm to the reader. The critical notes appended to
I/bnro's Poems and to his mother, Charlotte Eliot's,
Savonarola might also be considered a form of remote and
extremely intellectual "press-agentry .
"
The lectures, chiefly "The Use of Poetry and the Use
of Criticism," a series of eight, and "After Strange Gods,"
a series of three, together with a single address, "Religion
and Literature," differ from Eliot's other writing in their
more conversational style and their more frequently first-
person- singular presentation of the author's convictions.
1
In the field of reviev/ing, which he has ridiculed,
Eliot despite the seriousness with which he considers litera-
ture, frequently becomes witty and satiric. In "A Note on
Richard Crashaw" he takes issue with the editor of a new
edition of that poet, C. Martin, in his assumption that
1 A Brief Treatise on the, Critic ism of Poetry (1920)
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2Grashaw fore shadov7s Keats and Shelley, The essay is not
really about Grashaw but an exercise in ridicule in which
Eliot’s targets are both Martin and Shelley. In like manner
"Baudelaire in Our Time" is an attack on Arthur Symons who
had just translated the French poet.
When he writes about particular authors Eliot is at
pains to emphasize the special merit or contribution of the
man or work as well as the faults. In the cases of Milton,
Shelley and Arnold, who are disparaged almost every time they
are referred to by way of comparison or illustration in essays
on other subjects, it is almost a surprise to find favorable
comment in an essay of which one of them is himself the sub-
ject.
Eliot deals in particular phases or qualities of a
man’s writings; he almost never, - an exception is Pascal, -
goes into a survey of a man's life or a general explanation of
his work. He is apt to dwell at some length on a quality or
a characteristic which differentiates the author from other
authors or from his own age or on one which joins him to his
age.
Eliot’s prose style is straight-forward, and business-
like, Occasionally, however, he startles his reader with a
2 FLA 129 ff
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trenchant bit of description, an epigram or a downright
colloquialism. He writes of Wordsworth's uninspired later
years that the poet "went droning on the still sad music of
infirmity to the edge of the grave. He declares Matthew
Arnold "had no real sincerity, only an Impeccable demeanour,”^
and he says "Blake's poetry has the unpleasantness of great
poetry.”^ The poetry of Swinburne creates for Eliot "a
hubbub that does not march. The drum is beaten, but the pro-
Q
cession does not advance,” and he remarks that
About Donne £as a preacher] there hangs the
shadow of the impure motive; and impure
motives lend their aid to a facile success.
He i s a little of the religious spell binder,
the Reverend Billy Sunday of his time, the
flesh creeper, the sorcerer of emotional
orgy.
7
There are difficulties for average readers in under-
standing some of Eliot's essays despite his frequent use of
direct quotations which are of considerable assistance. Such
persons complain that there is a lack of clarity. The cause
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very familiar with the subject of which he is writing and,
consistently enough from his own point of view, fails to ex-
plain his references, Eliot comments on a statement of
Q
Richards and expresses his difference without giving us the
9
statement. In a Dialogue on Dramatic Poetry a judgment
of William Archer’s is discussed without presenting the text
to the reader. In the essay on Babbitt’s huraanism^'^ and in
fact in all his comments about humanism Eliot never once
defines the term. We seem to bo hearing but one side of a
debate. This is rather baffling: Eliot’s remarks are almost
all of a polemic nature yet we have the word of Eliot himself
that he was a disciple of Babbitt’s, was brought up on human-
12ism and is still humanistic. The Essay on Baudelaire
assumes that Eliot’s English readers already have considerable
knowledge of the subject. Such assumptions are in line with
Eliot's dictum that criticism is not a substitute for im-
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However Eliot puts additional hurdles before his readers in
taking it for granted that they are acquainted with the body
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A theory which neatly connects and integrates all
literature and all pronouncements on literature is not found
in Eliot. Each of the essays through which he expresses his
point of view is self-sufficient; they do not form a whole.
There is one essay, however, which seems more important than
any other and between it and a number of others there is a
tangible relation. That is the essay "Tradition and the
Individual Talent." Its importance as a key to Eliot’s
critical attitude, and as a foundation for his other criti-
cal writings is Indicated in two ways. In the first place
Eliot has republished it; written in 1917 it appeared in
The Sacred Wood in 1920, was the initial essay in Selected
Essays 1917-52 and was one of the only two essays quoted
in their entirety in Points of View 1941. In the second
place Eliot has specifically referred to it and elaborated
its subject matter in 1923 in "The Function of Criticism"
and in 1934 in After Strange Gods .
Eliot speaks of the idea expressed in this essay as
an impersonal theory of poetry, one aspect of which is the
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conception of poetry as a living whole of all the poetry
that has ever been written. This conception may be called,
simply# tradition.
We have a,', ,tendency to Insist# when
we praise a poet# upon those aspects of
his work in which he least resembles any
one else. .. .Whereas if we approach a poet
without this prejudice we shall often find
that not only the best but the most indi-
vidual parts of his work may be those in
which the dead poets# his ancestors, assert
their immortality most vigorously,.,.
Tradition cannot be inherited and if
you want it you must obtain it by great
labour. It involves in the first place#
the historical senae.,,and the historical
sense involves a perception not only of
the pastness of the past but of its
presence
.
It compels a man to write... with a feel-
ing.. .in his bones that the whole of the
literature of Europe from Homer and within
it the whole of the literat\ire of his own
country has a simultaneous existence and
composes a simultaneous order. This is
what makes a writer traditional.
No poet no artist of any art has his
complete meaning alone., ..The existing
monuments (of art] form an ideal order
among themselves which is modified by
the introduction of the new work of art
among them. The existing order is com-
plete before the new work arrives; for
order to persist after the supervention
of novelty# the whole existing order
must be# if ever so slightly altered;
and so the relations# proportions# values#
of each work of art toward the whole are
readjusted; and this is conformity between
the old and the new. The poet will be
aware that he must... be judged by the
standards of the past. The poet must be
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very conscious of the main current.
He must develop or procure the conscious-
ness of the past and he should continue
to develop this consciousness throughout
his career.
What happens is a continual surrender
of himself as he is at the moment to some-
thing which is more valuable. The progress
of an artist is a continual self sacrifice#
a continual extinction of personality....
It is in this depersonalization that art
may be said to approach the condition of
science.^
Tradition can be attained through assimilation of
the classics but only throu^ hard labour. In writing of
these classics# Eliot says
If we are to digest the heavy food of
historical ani scientific knowledge that
we have eaten we must be prepared for
much greater exertions. We need a diges-
tion which assimilates both Homer and
Flaubert. . .
.
We need an eye which can see the past
in its place with its definite differ-
ences from the present# and yet so lively
that it shall be as present to us as the
present. This is the creative eye.
implication Eliot accuses Lamb of lacking this creative
eye and of being responsible for the consciousness of the
present gap between present and past# at least as regards
Elizabethan dramatic literature. "3y exhuming the remains
of dramatic life at its fullest’* in his selections from the
1 SE 3-7 passim.
2 SE 50
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Elizabethans Lamb set the style for later criticism. ”By
..3
losing tradition we lost our hold on the present." What
we need is the historical sense.
The historical point of view. . .tends
to emphasize what a man has in common
with others in subject matter, in
manner of stylo and technique# in his
social background and assumptions. It
also judges men according to what is
taken to be their Influence# or their
importance in the main current.^
In his conception of literature as an order of the
existing works of art Eliot considers literature as "the
literature of the world," or "the literature of a single
country," not as a collection of the writings of indi-
viduals, but as "organic wholes" as systems in relation to
which individual works of literary art have their signifi-
cance. "A common inheritance and a common cause unite
5
artists consciously or unconsciously." He again asserted
on the launching of a new periodical, "The standards of
literature should be international.... If any one has a
genuine nationality let him assert it but in such a way as
H 6
to complement other nationalities.
In 1934 Eliot delivered a series of three lectures
3 SW 55.
4 Critical Note to the Collected Poems of Harold Monro , xvi.
5 SE 13
.
6 Communi cation (1924).
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putHshed under the title of After Stranj3;e Gods in which he
proposed to reoutline this subject of tradition. His point




Tradition by itself is not enough; it
must be perpetually criticised and
brought up to date under the super-
vision of what I call orthodoxy and
for lack of tradition it is the senti-
mental tenuity we now find it.°
Tradition is not solely, or even
primarily, the maintenance of certain
dogmatic beliefs ; • • • It involves all
those tiabitual actions, habits and
custona, from the most significant
religious rite to our conventional
way of greeting a stranger, mrtilch repre-
sent the blood kinship of the same people
living in the same place....We are in
danger in clinging to tradition, of con-
fusing the vital and the unessential,
the real and the sentimental—and of
associating tradition with the im-
movable. We should not indulge a
sentimental attitude toward the past,...
We can use our minds. Tradition with-
out intelligence is not worth having.
Stability in a population—and a unity
of religious background are necessary.^
Sliot wishes to use the word orthodoxy instead cf
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A tradition is rather a way of feeling
and acting which characterizes a group
throughout generations and it raxist
largely be unconscious; whereas the
maintenance of orthodoxy is a matter
which calls for the exercise of all
OTir conscious intelligence.^^
The opposite of orthodoxy is heresy and it is this
that Eliot sees as the ruin of modern literature.
The effect of lack of a strong tradition
in literature is extreme individualism
in views and no accepted rules or opinions
as to the limitations of a literary Job....
Existence of orthodoxy will tend to restrict
eccentricity. It is disastrous for the
poet to cultivate his differences from
others .^2
There is a crippling effect upon men of
letters, of not having been brought up
in the environment of a living and cen-
tral tradition.
Again in 1939 Eliot expresses the necessity for a faith
behind this sense of tradition.
We are living at present in a kind of
doldrums between opposing winds of
doctrine.... This is very bad for the
English language .. .good prose cannot
be written by a people without convic-
tions. 14
Classicism and romanticism are terms Eliot eschews,
even though he has called himself a classicist, because the




14 Idea of a Christian Society (1939)
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"cannot treat on the same footing the maintenance of re-
ligious and literary principles." However# there is
some analogy between them and his terms of orthodoxy and
heresy. The difference between classicism and romanticism
is "the difference between the complete and the fragmentary#
the adult and the immature# the orderly and the chaotic."^®
"Classicism is the ideal toward which all good literature
strives so far as it is good# according to the possibill-
17
ties of its place and time."
The Importance of tradition will be further seen
in Eliot’s remarks about criticism# poetry# drama# indi-




17 Ulysses# Order, and Myth (1923).
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Criticism is as inevitable as breathing,
and we should be none the worse for articu-
lating what passes in our minds when we
read a book and feel an emotion about it,
for criticizing our own minds in their work
of criticism.^
"Literary criticism" has a meaning which is separate
from the sense in which all of Eliot’s prose writings may be
labelled "criticism" and which is distinct from the critical
activity of an author’s mind. Of this definition Eliot
speaks particularly in the essays "The Function of Criticism,"
"The Perfect Critic," "A Brief Treatise on the Criticism of
Poetry," and in the series of lectures "The Use of Poetry
and The Use of Criticism,"
Criticism..., must always profess
an end in view which, rou^ly speaking,
appears to be the elucidation of works
of art and the correction of taste....
When I say criticism I .mean. * .the com-
mentation and exposition of works of
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Honest criticism and sensitive appreci-
ation are directed not upon the poet but
upon poetry.
3
This is the "impersonal theory" which Eliot has espoused.
It might also be noted here that literary criticism
is used by Eliot > especially in the first half of his career,
in the sense of criticism of poetry. This is probably not
done to exclude prose from the realm of literature but be-
cause Eliotts interest both as artist and critic was centered
in poetry at the time.
Introducing literature to the reader is part of the
function of criticism. Legitimate criticism as distinguished
from interpretation is that which puts the reader in pos-
4
session of facts which he would otherwise have missed.
From his own lecturing experience Eliot asserts that he
...found only two ways of leading any
pupils to like anything with the right
liking; to present them with a selection
of the simpler kind of facts about a work
— its conditions, its setting, its genesis
— or else to spring a work on them in such
a way that they were not prepared to be
prejudiced against it.^
Comparison and analysis • . .are the chief
tools of the critic ... .They need only the
cadavers on the table; but interpretation
is always producing parts of the body
from its pockets and fixing them in place.
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taste for reading about works of art
instead of reading the works themselves,
it may supply opinion Instead of edu-
cating taste. But fact cannot corrupt
taste; it can at worst gratify one
taste., #a taste for history, or an-
tiquities or biography. .. .The real
corrupters are those who supply opinion
or fancy.®
Eliot insists that the presentation of facts 1s the only
aid that should be given the reader.
Qua work of art, the work of art cannot
be interpreted; there is nothing to
interpret; we can only criticize it ac-
cording to standards, in comparison to
other works of art; and for "interpre-
tation” the chief task is the presenta-
tion of relevant historical facts which
the reader is not assumed to know,^
Experience of a work of art should precede reading
about it: analysis, biography, the poet’s message, his
vision of life, his place, his derivations are only useful
afterwards. Recommendation is, therefore, the duty of the
critic and the good critic will merely say, "this is a good
poem" in a hundred different ways. After that a critic
may help us appreciate a work by isolating the most essential
and intense and separating them from the accidents of the







8 Brief Treatise on the Criticism of .Poetry (1920),
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Criticism is not merely a method of serving up
literature to the public.
Criticism either seeks to find out
what poetry is# what its use is# what
desire it satisfies# why it is written
and why read or recited or .. .assesses
actual poetry. It asks 'Vhat is poetry”
and ”is this a good poem.”^®
To accomplish this the critic must have
...not merely an increase of understand-
ing# leaving the original acute im-
pression unchanged. The new Impressions
modify the impressions already received
from the objects already known. An im-
pression needs to be constantly refreshed
by new impressions in order that it may
persist at all; it needs to take its place
in a system of impressions and this system
tends to become articulate in a general-
ized statement of literary beauty ... .True
generalization is not something super-
imposed upon an accumulation of percep-
tions; the perceptions do not in a really
appreciative mind accumulate as a mass#
but form themselves as a structure, and
criticism is the statement in language
of this structure; it is a development
of sensibility.^^
To bring the poet back to life—the
great# the perennial task of criticism#
is in this case [Andrew Marvell] to
squeeze the drops of the essence of
two or three poems ; even confining
ourself to these# we may find some
precious liquor unknown to the present
age. Not to determine rank# but to
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Critical speculation like philo-
sophical speculation and scientific
research must be free to follow its
own course; and cannot be called
upon to show immediate results;
and I believe that the pondering
(in Judicious moderation) of the
questions which it raises will tend
^3
to enhance our enjoyment, [of poetry]
For the task of criticism there are certain desir-
able characteristics which the critic should have. He
should "combine to a remarkable degree » sensitiveness#
erudition, sense of fact and sense of history, and
generalizing power. He should be Interested in his
subject, know enou^ about, and be able to communicate
15
that Interest for "the first requisite of literary criti-
cism, as of every other literary or artistic activity, is
that it shall be interesting." Intelligence is a most
essential requisite, "intelligence swiftly operating the
analysis of sensation to the point of principle and defi-
17
nition." The critic should be free of his personal
emotions, and should simply elucidate, allowing the reader
I Q
to form the correct Judgement. The critic should be
13 UP 136
14 sv/ 11.
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29
well read, ”I should not trust the opinion of anyone who
pretended to Judge modern verse without knowing Homer,
19
Dante, and Shakespeare,” The power of detachment is a
necessity for the critic. He must be able to separate him-
self suddenly from any particular period in order to appre-
20
ciate the highest creative work. "We must see literature




The problem of criticism and creation has much
interest for Eliot. "The criticism employed by a trained
writer on his own work is the most vital, the highest kind
of criticism." He objects, however, to creative criticism.
"I have assumed as axiomatic that a creation, a work of art,
is autotelic and that criticism by definition is about some-
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30
criticism as you can fuse criticism with creation.”
However# criticism can be of use to
the poet. Every form of genuine criti-
cism is directed toward creation. The
poetic critic criticizes poetry in
order to create poetry and to the poetg^
only the criticism of poets is useful.
The critic needs a creative Interest,
a focus upon the immediate future. The
important critic is the person who is
absorbed in the present problems of
art and who wishes to bring the forces
of the past to bear upon the solution
of these problems.
Here Eliot seems to be saying that helping the poet and
artist is the critic’s primary duty.
I wish that we might dispose more
attention to the correctness of ex-
pression# to the clarity or obscurity#
to the grammatical precision or in-
accuracy# to the choice of words just
or improper# exalted or vulgar# of our
verse: in short to the good or bad
breeding of our poets. 26
The importance of criticism to creation seems to have
led Eliot to the belief that the creative artist is the best
critic. The critic needs the same professional equipment as
the poet. He must have the same knowledge and enjoyment of
poetry# the saiue ear and eye# the same philology# the same
27
general education. ”If a people could no longer produce an
23 SE 19.
24 A Brief Treatise on the Criticism of -Poetry (1920).
25 SW 33.
26 UP 15.
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artist it could no longer produce a critic." If Swinburne
29
is a great poet then he must be a great critic. Eliot
suggests that
It is possible that France has had
too many critics of poetry who could not
practice it and England too many poets
who were not self critical.
The best criticism of Coleridge seems to Eliot to come from
31
his own experience of writing poetry. The most Important
qualification which accounts for the peculiar importance of
the criticism of practitioners is that a critic must have a
32
very highly developed sense of fact.
On the other hand Eliot admits that
At one time I was inclined to take the
extreme position that the only critics
worth reading were the critics who
practised, and practised well, the art
of which they wrote. But I had to
stretch this fran« to make some im-
portant Indus ions
He suggests that a poet is at a disadvantage in writing
criticism because it takes him outside the limits of his
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authoritative knowledge and because he does many things
upon instinct for which he can give no account* ”What a
poem means is as much what it means to others as what it
means to the author,” — and in time, ”a poet may become
merely a reader in respect to his own works, forgetting
,,34
changing his original meaning.’
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The Function of Criticism
"Tradition," which Eliot first called upon to aid
35
every artist and to determine his enduring worth, is the
point of view inherent in his doctrine of the historical
function of criticism upon which he enlarges in the lectures
The Use of Poetry and the Use of Criticism ,
The ideal order of the existing monum^ents of
literature^^ is the source and the form of this tradition,
Eliot not only conceives literature as a pattern but criticism
as well, and he extends this idea of pattern to an individual's
growth in the appreciation of literature and in critical
acumen.
As each new work of art modifies and becom.es part of
the "organic whole" so each new piece of criticism takes its
place in our understanding of that whole and every new
author which the individual reads becomes part of the pattern
in his miind, as he approaches the omniscient point of view
of the omniscient critic.
The function of criticism is, therefore, essentially
37




.niilr: J j r-1 0 aoaJwfa/'>n
r '
i . i f* OJ i:> •(.>' b^>i '. i> SijlTy ‘ ,oiiiv ' , :'v- ivl j *'
oi I'-'.yL ft. Ni ,'.t tr:.^ .1 La' . '‘ie-f
I J ft, li or.' :o . ri 2 'u!;ft.r/) ' r:I Jnti--': Oi'f.'il "r Iv :o .1 rrj.e<





-..t no ' •'••1
. o/vi '£c ‘i s-i-. o iwfC.i »i. .V
. r. 1 !• ’ ; t;‘v r ;.ii7 1.o f-fOi oi:1 lifn-? c- 0*1;''“.^ erij- -; j ’ f
ri"' ;. ifir- t.;f ,.:?c •' r a'l r*:?- o'l f.:r ; A -5 ovi ‘u.. ro o "'irrc i-/f[
nl H:.’ t cQ ‘10 ^ tiii a or; I': , V u f *
r . ?
.fin;.' ni -n'- O''’’’ .> -‘TO.J il i,<; O'- -tcm.': '? f'O j nr i
:o T^i .^' at' -non • n.- r;ol : i...r • -T-.o? ’ o r^rc'" •••' n ...••••€• r .
.
• i :. i 'a T • • u. i.a In •: ..'' ' or :•(. run 0-0 on *' oXoi'^v’ o .tro-'-.-jO,'' f .1
!
v.-'V'-r v*’ n •.;ni.- a.f.of'v ^ i;f< }• ?(0 pn ibniiftfB'ic . •,.. t/fc, 'r' t. ‘‘ r
'
ft J c '' r * n "i ' ^
i !
IX J..J 1 I »" .- t ; 0 i-
:. ; f- j 7 ! .r;'’''Lvi' £' liX i ‘ no''Xi;o i
.<
inr-r r.. ner : er a a
. >ni a]!' n ! ‘
1
. 0 i .; : ; sO Xitoi O'C i nr.o 0 :< ic
,








From time to time, every hundred years or so,
it is desirable that some critic shall appear to
review the past of our literature, and set the poets
and the poems in a new order. This task is not one
of revolution but of readjustment. ^Mha.t we observe
is partly the same scene, but in a different and
more distant perspective; there are new and strange
objects in the foreground, to be drawn accurately
in proportion to the more familiar ones which now
approach the horizon, where all but the most eminent
become invisible to the naked eye. The exhaustive
critic, armed with a powerful glass, will be able
to sweep the distance and gain an acquaintance
with minute objects in the landscape with which
to compare minute objects close at hand: he will
be able to gauge nicely the position and propor-
tion of the objects surrounding us, in the whole
of the vast panorama. This metaphorical fancy
only represents the ideal but Dryden, Johnson and
Arnold have each performed the task as well as
human frailty will allow. The majority of critics
can be expected only to parrot the opinions of the
last master of criticism; among more independent
minds a period of destruction, of preposterous over-
estimation, and of successive fashions takesplace,
until a new authority comes to introduce somie or-
der, And it is not merely the passage of time
and accumulation of new artistic experience, ....
that m.akes new assessments necessary. It is that
no generation is interested in art in quite the
same way as any other; each generation, like each
individual, brings to the contemplation of art its
own categories of appreciation, makes its own
demands upon art and has its own uses for art.
’Pure* artistic appreciation is to my thinking
only an ideal, when not merely a figment, and must
be so long as the appreciation of art 1 s an affair
of limited and transient human beings existing in
space and time. Both artist and audience are
limited. There is for each time, for each artist,
a kind of alloy required to make the m.etal workable
into art; and each generation prefers its own alloy
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to any other. Hence each new master of criticism
performs a useful service merely by the fact that
his errors are of a different kind from the last;
and the longer the sequence of critics we have,
the greater amoiint of correction is possible.
The critic should depend "upon tradition and the
accumulated wisdom of time."^^ He should preserve that
tradition. It is part of his business to see literature
steadily and to see it whole, "to see it not as consecrated
by time but to see it beyond time, to see the best work of
our time and the best work of twenty-five hundred years ago
with the same eyes."^^ The history of English poetry repre-
sents not so much "daemonic possession" as the splitting up
of personality. The duty of both critic and poet is to re-
integrate these partial personalities.
Surely the great poet is one who not merely
restores a tradition which has been in abeyance
but one who in his poetry returns as many stray-
ing strands of tradition as possible. 41
Every generation must make its own appraisal of the
poetry of the past, in the light of the perforxmance of its
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demands different things from poetry, so ”our criticism from
age to age will reflect the things that the age demands and
the criticism of no one age can be expected to embrace the
43
whole nature of poetry or exhaust all its uses." There
is some permanent element, "but every effort to formulate the
common element is limited by the limitations of particular
44
men in particular places and at particular times."
This is the major thesis of these Norton lectures, and
it is one which appears often in Eliot's writings.
Every generation has a new point of view and
is self conscious in the critic. His work is two-
fold; to interpret the past to the present and to
judge the present in the light of the past. We
have to see literature through our own temperament
. , , ,
45
This insistence upon the relation of each age to the
order of literature and tradition seems to indicate an in-
creasingly pronounced historical attitude on Eliot's part
since the beginning of his career. Criticism and poetry are
now connected more strongly with society. Theirs is the duty
of correcting the taste of the age. To that end Eliot adds
religion to his critical criteria.
43 UP 134.
44 UP 56.
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Literary crlticiem should be completed by
criticism from a definite ethical and theological
standpoint. In so far as in any age there is
common agreement on ethical and theological
matters, so far can literary criticism be sub-
stantive. In ages like our own, in which there
is no such common agreement, it is the more neces-
sary for Christian readers to scrutinize their
reading, especially of works of the imagination,
with explicit ethical and theological standards.
The 'greatness' of literature cannot be deter-
mined solely by literary standards; though we
must remember that whether it is literature or 45
not can bo determined only by literary standards.
Sliot illustrates this theory by a catalogue of the
major ^inglish critics. Criticism depends on the state of
society,^ so it differs in what he calls "periods of
48
stasis" and "periods of change." Dryden, Johnson, and
Arnold who summed up literature as it stood in their day
represent periods of stasis while Coleridge and Wordsworth
who expound new doctrines do so because their period was one
49
of change. The successive judgments passed by the critics
form a pattern of their own upon which the reader draws in
order to understand the masterpieces more fully. Eliot has
demonstrated this use of the historical method in his essay
on Shakespearean criticism in which he stresses the "whole
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pattern" of that cri ticism.^^
The ideal order of literature which it is the function
of criticism to establish as far as it is possible within
the limitations of man, time and place, is the desired end
of education in poetry for the individual.
The experience of poetry, as it develops in
the conscious and mature person, is not merely the
sum of the experiences of good poems. Education
in poetry requires an organization of these ex-
periences. There is not one of us who is born with,
or who suddenly acquires at puberty or later, an
infallible discrimination and taste. A very
large number of people, I believe, have the native
capacity for enjoying some good poetry: how much, or
how many degrees of capacity may profitably be dis-
tinguished, is not part of my present purpose to
inquire. It is only the exceptional reader, cer-
tainly, who in the course of time comes to clas-
sify and compare his experiences, to see one in
the light of others; and who, as his poetic ex-
periences multiply, will be able to understand
each more accurately. The element of enjoyment
is enlarged into appreciation, which brings a more
Intellectual addition to the original intensity of
feeling. It is a second stage in our understand-
ing of poetry, when we no longer merely select
and reject, but organize. We may even speak of
a third stage, one of reorganization; a stage at
which a person already educated in poetry meets
with something new in his own time, and finds a
new pattern of poetry arranging itself in con-
sequence. 51
The knowledge and experience which come thus to the
mind of the "apprecia tor" are analogous to that perfect order
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of the monuments. One source though not the only one of
Eliot's theory is undoubtedly his own experience. This he
has set down. He graduated from the enjoyment of juvenile
literature at fourteen by means of Omar Khayyam. "It was
52
like a sudden conversion." Until he was twenty- two he
ran the course of adolescent reading, the Romantics and
Preraphaeli tes. Prom then on, detachment and critical
Ci'Z
analysis have presumably set in. Worried by the devastat-
ing effect of books on the individual, Eliot wants people to
develop critical power to protect themselves against in-
undation by any one literary personality. This is something
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The Limits of Criticism
Eliot points out certain directions in which criticism
may overstep its limits, or may narrow itself to the point of
becoming void of meaning.
Criticism of poetry moves between two ex-
tremes, On the one hand the critic may busy
himself so much with the implications of a poem,
or of one poet's work - implications moral,
social, religious or other - that the poetry be-
comes hardly more than a text for a discourse.
Such is the tendency of the moralizing critics of
the nineteenth century, to which Landor makes a
notable exception. Or if you stick too closely
to the 'poetry' and adopt no attitude towards
what the poet has to say, you will tend to
evacuate it of all significance. And further-
more there is a philosophic borderline, which
you must not transgress too far or too often, if
you wish to preserve your standing as a critic,
and are not prepared to present yourself as a
philosopher, metaphysician, sociologist, or
psychologist instead, 55
He shows that on the one hand '*the weakness of much criticism,
is the belief that it is destined to transform ethics and life
Religion can correct this,'*^^ and that on the other.
Criticism has at some times and in some
places been condemned for infraction of laws or of
religious orthodoxy but religious and political
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’•The work of the crltio Is almost wholly comprehended in the
'complementary activities' of comparison and analysis.”^®
In the mind of a dogmatic or lazy critic analysis is supplied
by appreciation, and comparison is supplied by judgment.
However, according to Sliot ’’the critic must not coerce, and
he must not make judgments of worse and better.”®^ Appre-
ciation comes from understanding; and judgment will take place
in the reader's mind, not in the critic's explicit statement.
Interpretation performs only a small function in criticism.
Because of our nature it is necessary to
surrender ourselves to some interpretation of
the poetry we like. Interpretation is neces-
sary perhaps only in so far as one is passive
not creative oneself. 62
Eliot distinguishes various kinds of criticism and
suggests some of the limits of each. More than once^^ he re-
fers to ’’practical notes on the art of writing, by prac-
titioners” as an important and valuable sort of criticism. The
58 Studies in Contemporary Criticism (1918).
59 Studies in Contemporary Criticism I, (1918),
60 SW 9.
61 Studies in Contemporary Criticism I, (1918).
62 Introduction to The ^jVheel of Fire (1930),
63 Experiment in Criticism (1929) and Studies in Con-
temporary Criticism II (1918).
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works of Dryden, Corneille and Ezra Pound are examples. Con-
trasted with these are the works of arbiters of taste like
Soileau who praise or condemn, lay down laws of good writing
64
and thus maintain standards. Two other types of criticism
of importance are the historical, practiced by Saint Beuve who
grasped literature as a whole but used it as data and could
therefore write about bad poetry and indifferent poetry, and
the poetical, such as has been written by Coleridge, Dryden
and Aristotle. This second sort of criticism deals with
65
poetry as an art and should be written about good poetry only.
He draws a comparison between critics of different nationalities,
finding the French critical writers more theoretic, and the
English nearer to plain good sense, °He contrasts verbal and
fi *7impressionistic critics of contemporary literature. He
points out that in different centuries criticism varies ac-
cording to the purpose it serves; the purpose of the 17th and
18th century work was "to give refined pleasure to persons of
sufficient leisure and breeding" as contrasted with that of
the nineteenth century which is more often treated as a means
64 Experiment in Criticism (1929),
65 Brief Treatise on the Criticism of, Poetry (1920),
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of eliciting truth or acquiring knowledge. Earlier art and
literature were "special and limited adornments of life" and
Eliot would have us return again and again to the critical
68
writings of the seventeenth and eighteenth centuries.
Eliot finds yet more types of criticism: there are
philologists in the field who require that when we speak of
origins in poetry we go back to the origin of speech; and
psychology or analytical psychology is back of "the various
attempts to find the fundamental axioms behind both good
literature and good life." Of these a t tem.pt s humanism is
the most considerable. Hamlet, the character, tempts the
•••• most dangerous type of critic, the critic
with a mind which is naturally of the creative
order, but which through some weakness in
creative pov^er exercises itself in criticism
instead. These minds te.g. Goethe, Pater
and Coleridge] often find in Hamlet a vicarious
existence for their ov;n artistic realization ...
whereas the critic’s first business in writing
about Hamlet is to study a work of art, 69
In the Shakespearean criticism of several contemporaries,
Messrs. Strachey, Murray and Lewis, for example, T. S, Eliot
meets as many "up-to-date Shake speares"
,
each of them bearing
a "remarkable resemblance" to the particular author who pre-




J: .j'-'ii 1 .
‘
' s :iS.r ‘i-: -o'j. ‘;i '.nij
i '..
i.o -.4 ;':•••.'• oi-
? I ! J
j ; . II •; n .• I : ii
f J iff' c:.j : ~ i'l
'
.
r.r ; •' r I o 1 rv ."• i X.‘ X








L-O J ::,c .' A I j •!:
i-j.-i ; }.j v.< . .. -V t >..• •.-> ivv.*
j . ' V I
f*c:r. - :T , .
r-‘i
-



























. r . ' . -.f ' ,c- r r
•; "fv.f :C I .-•' - r.'
.
;:• -





. 1 ^ . i.j ' . V V.- . • -- V.
' rrii '•
r.::\ o ; . '. f Vi r- . li .'• .f
'-L'f' V;/^ lo A x l











c t- : . 1 .-f
„ T;
* >*-, * - • P '*










sents him. In the same manner he encounters Shakespeares to
fit the tenets of divers political parties and sundry
70
religious groups. The greatest blunder is to follow
some official preconceived "ideal” of criticism and inter-




He contrasts various phases of one man’s critical work.
He credits Coleridge with bringing out the relation of liter-
ary criticism to aesthetics, classifying it as one department
of the theoretic study of the fine arts in general and estab-
lishing it as a part of philosophy
.
7^ On this point Hliot
is in agreement.
The extreme theorizing about the nature of
poetry, the essence of poetry if there is any,
belongs to the study of aesthetic
s
... and is
no concern of the poet or of a critic with my
limited qualifications.... It is perhaps only
my private eccentricity to believe that such
researches are perilous if not guided by sound
theology . 73
However, he says that "When Coleridge started on anything.
70 SB 107-108.
71 Studies in Contemporary Criticism II, (1916).




‘.r J -urou'tc) 'rr':. ’'. a rtctp r.T o-fnfc al
** t r 10 i !
'
10'^ r.oG.f XiloQ •
IXg'> •0 ‘t Tt-In/r Id XasiP ear- enT
- j • ‘ - . ! >?•; i- • • • ^ • i.ft • ' A lo ”XnO' .^.i bfivfo






• n « e a .-liq Giro .nn
oj J !. ’ C'
•''’ :x Gi. e nO :fuO linXii;nx*to ljX xVv
i
'] ' r ;q e
'
^r,r' p f. .! ? on X vO iaxo-.
•->
r.‘.
''S'? iZ X. p‘i or* ;sX E .ft 0 0 nX I OX.1X lo i-
0 "i.. cq :i d '•
O !
. Y.rir oaoXi dq iQ
I *d
L' Ox 3i o-'i*'' .' ©f.' t xn
OV
.sqcjoT- auc ' ^ j: xi ••
f GC-ro-'^e-i.q, w.o?-^
. GN XX j one
. i fics'rnocn?' f' ctl si
7r ' e';. b; niex'if. Gr&'xd-.c {-x;T
•'r/£. e.r •; -iw*.- ; -axTeoa Ic cner.<3c odd .y^Jocc
"e: ... < : .:nG lo -dd ot n^nolbU
•-'^
.'di-'- o^dT^'c'n'l^o 'Jc ^oeq dj 'ic ;inf:r,non on
vI'K ix:ei£i; sr dl , . . . -"XK) i i n o £1 t. C ' rp
:.'/!• .z.c, die i cJ p-t ' O d. J ;i& C CO Oii'Vl'^q \r:
r.,-..., P r-'i-f
'
J' G 'ro I X-C] S'lJB tj bd C/'J " C'3 Gq





.PCX -VOX nx -x
-‘1 xnoeirndrfoX al e^JibyXt XV '
i|
.
OxOIj :"x. XoXd -Ln •-• n’ j SV ij
„
' c HU <1 't
t
it could lead to almost everything else" and holds him res-
ponsible for such critical developments as Pater's "art for
art's sake.'" This was nothing less than art as a substitute
for everything else and as a purveyor of emotions and sen-
74
sations which belong to life rather than art.
Eliot admits that nowadays there is no literary prob-
lem which does not lead us irresistibly into larger problems"
and that "the modern literary critic must be an 'experimente
outside what you might at first consider his own province,"
We cannot write a purely literary criticism
of George Eliot, for instance, unless it is ad-
mittedly a very imperfect criticism; for as the
interests of the author were wide, so must be
those of the critic.
He points out certain attendant dangers,
.... tThe critic] may become too much a servant
of his mind and conscience; he may be too im-
patient with contemporary literature, having
pigeonholed it under one or another of the
modern social maladies: and may demand edifica-
tion at once, when appreciation of genius and
accomplishment should comie first, 74
His conclusions are that although literary criticism
gives certain things over to other sciences "there will al-
ways be literary criticism,^, "The task of criticism
74 Experiment in Criticism (1929)
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will ba .... not only to expand Its borders but to clarify its
center. ''*7^ He thinks that literary criticism has liardly
begun its work, and that creative writing will be ’’none the
better for suppressing critical curiosity.” He hopes for a
'•pooling and sorting of their critical contributions by men
75
who will bo neither specialists nor amateurs.”
By this, however, he does not mean reviewing as it is
now practiced. His own types of criticism may, he realizes,
become too professional or technical but they are worthy of
the name, whereas reviews, written by "the hurried amateur
wage-slave” are not. Reviews if done at all should be done
by critics, but they have other things to do. Besides "there
is not enough good verse to occupy a reviewer one week out
of the year”; and a critic is either good or bad; if he is
good, he ought to be doing his own work; if he is bad, he
ought not to intervene between the public and a work, "Yet
we are so saturated with the review spirit that we are satis-
fied to read about books. We are merely •well-informed’.”'^^
"To read criticism without having already read the book
criticized is meaningless,”'^® This is neither criticism
nor creation. There should be no reviewing in newspapers and
75 Experiment in Criticism (1929),
76 Brief Treatise .bn the Criticism of. Poetry (1920).
I
periodicals should review only from a well approved critical
point of view, Eliot opines that:
.... It is of more significance that a poet
should be discussed passionately in one in-
telligent drawing-room than in a dozen mediocre
reviews, - and a better prognostic of his per-
manence. ^77
There is now a need for criticism of a new kind, which
will consist largely in a logical and dialectical study of
the terms used. Eliot’s own interest in these problems has
been fostered by his dissatisfaction with the meaning of his
own statements and with those of the humanists.'^®
77 Brief Treatis<3 bn the Criticism of. Poetry (1920),
78 Experiment in Criticism (1929),
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Criticism asks, 'UVhat is poetry?”^ Eliot does not try
to answer this question. He admits that when a critic speaks
of poetry he is generalizing from the poetry which he best
knows and likes, not from, all poetry. All poetry, he goes
on to say, ’’includes everything written in verse which a
sufficient number of the best minds have considered to be
poetry. ”2 Thus he suggests as a standard the consensus of
opinion in which the individual critic’s dictum has its own
place and value. It is in his consideration of particular
examples for which the name of poetry has been challenged
that he ventures an opinion. The particular cases are those
of the ’’vers libre” of Pound, the prose poem of Aldington,
and the poetry of Dryden and Johnson. The question is the
difference between poetry and prose.
In the matter of form Eliot concludes that ’’the only
absolute distinction to be drawn is that poetry is written in
verse and prose is written in prose ... there is a prose
rhythm and a verse rhythm.”
1 UP 6.
2 UP 131.
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Prose is as valuable a medium as verse; it
costs as much pains to write and it gives the
same enjoyment. To combine prose and verse
would be a crime against the metrical unity
which a single work should have.
4
No one is competent to Judge poetry until
he recognizes that poetry is nearer to verse
than it is to prose poetry.
5
Eliot considers that Pope is poetry and Jeremy Taylor is
prose.
Eliot recognizes that form alone is not a valid
criterion. One writer, by using certain exclusively poetic
methods, is sometimes able to write poetry in what is called
prose; another can write great prose in verse,
°
There are surprisingly few things that
can be said about poetry and none of them
gives us a dividing line between poetry and
no t-poetry,
7
Poetry is primarily an art; it is a means
of communicating direct feelings peculiar to
art, which range from amusement to ecstasy. 8
4 Prose and Verse (1920),
5 Introduction to Selected Poems of Ezra Pound (1928).
6 Preface to Anabasi
s
(1930).
7 Housraan on Poetry (1933).
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’’Absalom and Achitophel” and the ’’Letter to Arbuthnot” cap-
ture and put into literature an emotion, ”I can not see that
it matters much •'.vhether we call them, poetry or prose.” And
in speaking of Poe and De Quincy, Sliot says he finds it hard
to distinguish between prose-poetry and prose.
We suspect that the distinction is probably
the old assertion that poetry is the language
of emotion and imagination, proceeding by con-
crete images and that prose is the language of
thought and ratiocination proceeding by argument,
by definition, by inference and by the use of
abstract terms. 9
Prosaic is a term which is open to question when applied to
poetry.
The reproach of the prosaic, levelled at
Dryden, rests upon a confusion between the
emotions considered to be poetic - which is a
matter allowing considerable latitude of fashion -
and the result of personal emotion in poetry;
and also there is the emotion depic ted by the
poet in some kinds of poetry, of which the
Testament of Villon i s an example. Again there
is the intellect, the originality and indepen-
dence and clarity of what we vaguely call the
poet's 'point of view.' Our valuation of
poetry, in short, depends upon several con-
siderations, upon the permanent and upon the
mutable and transitory. ’iVhen we try to isolate
the essentially poetic we bring our pursuit in
the end to sanething insignificant , 10
Poetry is expected to share the excellences of good
prose. It must be at least as well written as prose,
9
Prose and Verse (1921).
10 SS 267.
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Prose which has nothing in common with
versa is dead, verse which has nothing in com-
mon with prose is probably artificial, false,
diffuse and syntactically weak. 12
In these remarks on prose and poetry Sliot is using
his critic's prerogative of giving reasons for what he likes
or dislikes. In this case he apparently is not satisfied
with prose poetry yet he gets much pleasure from Dryden's
’’prosaic'* verse. And he ends with the humble query ’’What
13is man to decide what poetry is?”
Creation of Poetry
When Eliot writes of the creation of poetry it can be
assumed that he is speaking from experience and is attempting
that critical self analysis which he claims is the poet's
qualification as critic. From the same essay in which he
proclaimed the importance of tradition, ‘^Tradition and the
Individual Talent,” comes his fullest explanation of the
process of creativity. It is the other side of his ’’imper-
sonal theory of poetry.” He speaks of it in a broad term
12 JD 44.
13 SE 273
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as the relation of the poem to its author. Eliot draws the
analogy of the catalyst. When a bit of finely filiated
platinum is introduced into a chamber containing oxygen and
sulphur dioxide sulphurous acid is formed.
This combination takes place only if the
platinum is present; nevertheless the newly
formed acid contains no trace of platinum, and
the platinum itself is apparently unaffected;
has remained inert, neutral, and unchanged.
The mind of the poet is the shred of platinum.
It may partly, or exclusively operate upon the
experience of the man himself; but, the more
perfect the artist, the mors completely sepa-
rate in him will be the man who suffers and the
mind which creates; the more perfectly will the
mind digest and transmute the passions which
are its material.
The experience, you will notice, the
elements which enter the presence of the trans-
forming catalyst, are of two kinds; emotions
and feelings. The effect of a work of art up-
on the person who enjoys it is an experience
different in kind from any experience not of
art. It may be formed out of one emotion, or
may be a combination of several; and various
feelings inhering . for the writer in par-
ticular words or phrases or images, may be
added to compose the final result .... The
poet's mind Is in fact a receptacle for seizing
and storing up numberless feelings, phrases,
images, which remain there until all the par-
ticles which can unite to form a new compound
are present together .... My meaning is, that
the poet has, not a 'personality* to express
but a particular medium, which is only a medium
and not a personality, in which impressions and
experiences combine in peculiar and unexpected
ways.
It is not in his personal emotions, the
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life, that the poet is in any way remarkable
or interesting.... The business of the poet is
not to find nev/ emotions, but to use the ordinary
ones and, in working them up into poetry, to ex-
press feelings which are not in actual emotions
at all.... Poetry is not a turning loose of
emotion, but an escape from emotion; it is not
the expression of personality, but an escape from
personality ...
To divert interest from the poet to poetry
is a laudable aim: for it would conduce to a
jus ter estimation of actual poetry ... The
emotion of art is impersonal. And the poet can-
not reach this impersonality without surrendering
himself wholly to the work to be done. 14
This theory of the depersonalized artist which Eliot
expressed in 1917 did not remain unmodified. The creation
of poetry was something that took place in a trance. It was
almost a subconscious activity. It is interesting to note
that he refers to John Livingston Lowes^^ who had demonstrated
the importance of memory in imagination, of instinctive and
unconscious as well as deliberate selection. In 1933 he
points out that there is an analogy between mystical experienc i
and some of the ways in which poetry is written.^® However
he indicates that there are other ways.
With the mystical experience he connects '‘automatic
writing” which he describes this time in a biological com-
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parison. ^Inspired'' writing gives him the
impression of having undergone a long period
of incubation, though we do not know until the
shell breaks what kind of egg we have been
sitting on What happens is something
negative, that i s to say no 'inspiration' as
we commonly think of it, but the breaking down
of strong habitual barriers - which tend to
re-form very quickly. ^'7
He goes on to doubt whether his own poetry written in this
manner was his best. No critic, as far as he knows, has ever
identified those passages, 18 Even in 1917 he was conscious
that this was not the whole story. '’There is a great deal,
in the writing of poetry, which must be conscious and
deliberate. He later came to the conclusion that or-
ganization was necessary as well as inspiration, and that
"Kubla Khan" had an exaggerated reputation for which faith
on
in mystical inspiration was responsible.
Nevertheless an author's imagery does come from the
whole of his sensitive life since early childhood. Certain
images recur charged with emotion, "The song of one bird, the
scent of one flower ... Such memories may have symbolic values
but of what we cannot tell for they come to represent the
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Emotion is the basic material of poetry. **What every
poet starts from is his own emotions,’' Eliot cites Shakes-
peare and Dante who "expressed in perfect language some human
impulse
.
Shakespeare, too, was occupied with the
struggle - which alone constitutes life for a
poet - to transmute his personal and private
agonies into something rich and strange, some-
thing universal and Impersonal. The rage of
Dante against Florence, or Pistoia, or what
not, the deep surge of Shakespeare's general
cynicism and disillusionment, are merely
gigantic attempts to metamorphose private fail-
ures and disappointments. The great poet, in
writing himself writes his times. Thus Dante,
hardly knowing it,became the voice of the
thirteenth century, Shakespeare, hardly know-
ing it, became the representative of the end
of the sixteenth. 23
When Eliot said that the poet "has not a 'personality'
to express but a particular medium"^- he did not mean it
too literally. He was excluding extreme individualism.
"Personality" as the sum of experiences and feelings is ap-
parently legitimate.
The creation of a work of art, we will
say the creation of a character in a drama,
consists in the process of transfusion of the
personality, or in a deeper sense, the life, of
the author into the character. This is a very
different matter from the orthodox creation in
one's own image. The ways in which the passions
and desires of the creator may be satisfied in










The form in which the basic emotion of an author can
be expressed is called an "objective correlative". In the
es3ay"Hamlet and His Problems" Sliot brands the play an ar-
tistic failure because of Shakespeare’s Inability to impose
upon the intractable material of the old play the nev; motive
26
of the effect of a mother’s guilt upon her son. Hamlet
the man, "is dominated by an emotion which is in excess of
the facts as they appear.
The only way of expressing emotion in the
form of art is by finding an ’objective cor-
relative’; in other words, a set of objects, a
situation, a chain of events, which shall be
the formula of that particular emotion, such
that when the external facts which must ter-
minate in sensory experience, are given, the emotion
is immediately evoked ... Artistic ’inevitability’
lies in this complete adequacy of the external
to the emotion. 28
In the process of creation there is exercised by cer-
tain authors an "auditory imagination." It is
.... the feeling for syllable and rhythm, penetrat-
ing far below the conscious levels of thought and
feeling, invigorating every word; sinking to the
most primitive and forgotten, returning to the
origin and bringing something back, seeking the
beginning and the end. It works through meanings,
certainly, or not without meanings in the ordinary
sense, and fuses the old and obliterated and the
trite, the current, and the new and surprising,
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Matthew Arnold was not sensitive to the musical
qualities of verse and lacked this power, Milton and Joyce
however, who lacked to a large extent visual imagination,
developed the auditory in compensation.*^^
Eliot refers to three famous dicta on the subject of
poetic creation. In Wordsworth’s formula, "emotion re-
collected in tranquility" he does not believe.
For it is neither emotion, nor recollec-
tion nor tranquillity. It is a concentration,
and a new thing resulting from the concentration
of a very great number of experiences which to
the practical and active person would not seem
to be experiences at all. 32
Dryden's discussion of the poet’s imagination is, Eliot thinks
a tribute not only to critical analysis but to his catholic
and discriminating taste. The distinction Coleridge makes
between imagination and fancy is meaningless to him. 34
30 UP 111.
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Form in Poetry
Literature must have form in the same sense that
the author must have tradition. The chief distinction be-
tween prose and poetry is » Eliot came very near saying,
that between prose and verse. Form is one of the attributes
of poetic drama which he most emphasizes. It is inherent
in what he says of convention, in connection with the drama.
V/hen I say convention, I do not neces-
sarily mean any particular convention of
subject matter, of treatment, of verse,
or of dramatic form, of general philoso-
phy of life or any other convention which
has already been used. It may be some
quite new selection of structure or dis-
tortion in subject matter or tec^inique>
any form or rhythm Imposed upon the world
of action. 35
It is essential that a work of art
should be self-consistent, that an artist
should consciously or unconsciously draw
a circle beyond which he does not trespass:
on the one hand actual life is always the
material, and on the other hand an ab-
straction from actual life is a necessary
condition to the creation of the work of
art .36
Neither matter nor emotion alone makes poetry. In
a perfect poem both form and content are equally interesting
35 SE 93-94.
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and being equally interesting are interesting as one thing
rirt
and not as two.*^'
A precise fitness of form and matter
mean also a balance between them; thus
the form# the pattern movement# has a
solemnity of its own (e.g. Shakespeare's
songs) however light and gay the human
emotion concerned# and a gaiety of its
own# however serious or tragic the 50
emotion (e.g. choruses of Sophocles).
Free verse does not exist. There is no freedom in
39
art. Eliot points out that the result of the Campion-
Daniel controversy was to establish that rhyme is neither
40
an essential nor a superfluity. There is escape from
rhyme but none from meter; there is only mastery. Blank
verse is the only accepted rhymeless verse in English. The
rejection of rhyme does not mean more freedom but enjoins a
more careful choice of words# sentence structure and word
order on the author . There is no Vers Libre only good
41
verse# bad verse and chaos. The mastery referred to
"comes of being so well trained that form is an instinct and
AO
can be adapted to the particular purpose in hand."
In the consideration of the modem tendency toward
37 Introduction to Selected Poems of Ezra Pound (1928).
38 Introduction to Selected Poems by Marianne Moore (1935).
39 Reflections on Vers Libre (1917).
40 UP 30.
41 Reflections on Vers Libre (1917).
Pound# His Metric and Poetry (1917).
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eccentric form and in his defense of 18th century verse
Eliot looks with suspicion on originality in poetic
technique. There are poets who develop technique, who imi-
tate technique, and who invent technique. Invention is
wrong only because it is Impossible. ”The poem which is
absolutely original is absolutely bad”,— it is subjective
in the bad sense.
True originality is merely development
and if it is rl^t development it may
appear in the end so inevitable that
we almost come to the point of view of
denying all original virtue to the poet.
He simply did the next thing to be done.
It is difficult to discriminate between true and spurious
originality. The original poet goes direct to life and the
derivative poet to literature which he mistakes for life
because he has not read enou^. ”The ordinary life of
ordinary cultivated people is a mush of literature and
life” To be original with the minimum of alteration in
idiom is sometimes more distinguished than to be original
44
with the inaximiim of alteration. ”It is a poet’s business
to be original in technique only so far as is absolutely
necessary for saying what he has to say.”^^ ”Novelty or
43 Introduction to Selected Poems of Ezra Pound (1928).
44 Introductory Essay to Johnson’s London (1930).
45 Note to Collected Poems of Harold Monro, xiii (1933).
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originality are objectionable only as they are glorified for
their own sakes." ”A great Innovator is driven to his
innovations by an inner necessity — forced on him by his
4. . n ft47material.
Style
Style is a matter of propriety. There is no wholly
objective distinction between the natural and the artificial
style. V/hether a style Is natural Is whether it is natural
48
to the man who wrote it. Eliot disagrees with Wordsworth’s
"language really used by men." The language of a class is
proper in dramatic representation "but on other occasions it
is not the business of the poet to talk like any class of
49
society but like himself." No form, conversational or
otherwise can be applied indiscriminately. If a writer
wishes to give the effect of speech he must positively give
the effect of himself talking in his own person and "if
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feelings, on a variety of subjects with inevitable rightness
we must adapt our manner to the moment with infinite vari-
ations." Two examples of good style are cited, Dante
and Dryden. The "Inferno” demonstrates that the greatest
poetry can be written with "the greatest economy of words
and with the greatest austerity in the use of metaphor,
«51
simile, verbal beauty, and elegance.” Dryden possesses
the qualities of "elegance and urbanity, two words of com-
mendation which have long been in disrepute, but which are
always needed.
"Rhetoric" has come to mean a vice of manner. Eliot
wishes to find a rhetoric of substance "which is right
53because it issues from what it has to express." As a
type of proper rhetoric he points to the Shakespearean
passages in which a character sees himself in a dramatic
54light. Othello’s last speech is such a one, "the most
55
terrible exposure of human weakness" which Eliot knows.
This self dramatization is also shown by Cyrano in his
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cepted ,rhetoric is then ”any adornment or inflation of speech
which is not done for a particular effect but for a general
impressiveness
Seventeen years later in 1936 Eliot, defining rhetoric
as a "tortuous style”, regards it as appropriate to Henry
James in his search for precision, but condemns it in Milton
where the complication is dictated by a demand of verbal
57
music only*
A disadvantage of the rhetorical
style appears to be, that a disloca-
tion takes place through the hyper-
trophy of the auditory imagination
at the expense of the visual and
tactile, so that the inner meaning
is separated from the surface, and
tends to become something occult, or
at least without effect on the reader
until fully understood.^®
Eliot charges Milton with the deterioration of our language.
The complication of a Miltonic sentence is deliberately
introduced into what was previously a simplified and abstract
thought. Syntax is determined by the musical significance,
by the auditory imagination. The result is rhetoric.
"Though not bad in itself it may be bad in relation to the
historical life of the language as a whole.
56 SE 130.
57 A Note on the Verse of John Milton (1936).
58 A Note on the Verse of John Milton (1936).
59 A Note on the Verse of John Milton (1936).
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Wit is a quality of style which Eliot holds In high
regard. He defines it more or less negatively in an attempt
to segregate the essential characteristic of certain seven-
teenth century verse.
Out of that high style developed from
Marlowe through Jonson...the seventeenth
century separated two qualities wit and
magniloquence. .. .What is meant (by wit)
is some quality which is common to the
songs in Comus and Cowley *s Anacreontics
and Marvell’s Horatlan Ode. It is more
than a technical accomplishment, or the
vocabulary and syntax of an epoch; it
is,...
a
tough reasonableness beneath the
slight lyric grace.
The alliance of levity and seriousness
(by which the seriousness is intensified)
is a characteristic of the sort of wit we
are trying to identify. It is in... Gautier
—Baudelaire—Laforque--Catullus—Jons on
—
Propertius—and Ovid. It is a quality of
sophisticated literature....
This wit which pervades the poetry of
Marvell is more littin, more refined than
anything which succeeded it. The great
danger as well as the great interest and
excitement of English prose and verse
compared with the French is that it per-
mits and justifies an exaggeration of
particular qualities to the exclusion of
others. Dryden was great in wit as
Milton in magniloquence, but the former
by isolating this quality and making it
by itself into great poetry and the
latter by coming to dispense with it
altogether may perhaps have injured the
language.
We are baffled in the attempt to trans-
late the quality indicated by the dim and
antiquated term wit into the equally un-
satisfactory nomenclature of our own
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time.... It has passed out of our critical
coinage altogether, and no new term has
been struck to replace it; the quality
seldom exists, and is never recognized.
With our eye still on Marvell we can
say that wit is not erudition; it is
sometimes stifled by erudition, as in
much of Milton. It is not cynicism,
though it has a kind of toughness which
may be confused with cynicism by the
tender minded. It is confused with eru-
dition because it belongs to an educated
mind, rich in generations of experience.
...It involves, probably a recognition,
implicit in the expression of every ex-
perience, of other kinds of experience
which are possible, which we find as
clearly in the greatest as in poets like
Marvell
•
The quality which I«iarvell had, this
modest and certainly Impersonal virtue
—whether we call it wit or reason, or
even urbanity—we have patently failed
to define. By whatever name we call it,
and however we define that name it is
something precious and needed and ap-
parently extinct; it is what should pre-
serve the reputation of Marvell.
Philosophy, Religion, and Poetry
6X
”A poem is primarily a work of art.” ”Art is
autotelic and although it may have ends beyond Itself it is
60 SE 252-263 passim .
61 A Brief Treatise on the Criticism of Poetry (1920).
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not required to be aware of them and performs its function
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much better by indifference to them. Eliot claims that
poetry is not the vehicle for communication; that
if poetry is a form of communication
yet that which is to be communicated
is the poem itself and only inci-
dentally the experience and thought
that have gone into it.®^
In fact "Communication will not explain poetry.” He goes
on with ”I will not say that there is not always some vary-
ing degree of communication in poetry, or that poetry could
exist without it." Neither is it a substitute for philos
phy or theology or religion.
It has its own function. But as
this function is not intellectual,
but emotional, it cannot be defined
adequately in intellectual terms.
We can ^ay that it provides conso-
lation.'^^
Any theory which relates poetry very
closely to a religious or a sooial
scheme of things alms
,
probably to ex-
plain poetry by discovering its natural
laws; but is in danger of binding
poetry by legislation and poetry can
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In the latter half of his career Eliot is interested
in the extent to which expression of thought and meaning has
a place in poetry# that is in the content of a poem.
Poetry has as much to learn from prose
as from other poetry# and I think that
an Interaction between prose and verse
like the interaction between language
and language is a condition of vitality
in literature. For us# anything that
can be said as well in prose can be said
better in prose. And a great deal# in
the way of meaning belongs to prose
rather than to poetry..,,®®
”A recognition of the error of the poet*s trying to do other
people *3 work*' is wholesome and "understanding a poem is not
essential to its enjoyment."
The chief use Of the "meaning" of a
poem in the ordinary sense# may be (I
am speaking of some kinds of poetry and
not all) to satisfy one habit of the
reader# to keep his mind diverted and
quiet# while the poem does its work upon
him: much as the imaginary burglar is
always provided with a bit of nice meat
for the house-dog. ., ,However some poets
become impatient of this "meaning" which
seems superfluous# and perceive possi-
bilities of intensity through its elimi-
nation, I am not asserting that this
situation is ideal; only that we must
write our poetry as we can# and take it
as we find it.®^
68 UP 145.
69 UP 144-145 passim
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As for didacticism in poetry
When you find Wordsworth as the seer and
prophet whose function it is to Instruct,
and edify through pleasure as if this were
something he had found out for himself you
may begin to think that there is something
in it at least for some kinds of poetry*'^
Going one step further Eliot confronts the question
of propaganda in poetry. He finds that Lucretius and Dante
are responsible propagandists, Shelley and Wordsv/orth
irresponsible propagandists and that "the poet must be
rated in the end both by the philosophy he realizes in
poetry and by the fullness and adequacy of the realiza-
tion." Milton ?/as a deliberate propagandist but we can
separate his poetry and propaganda. Shakespeare and
Sophocles were no propagandists at all.
The ideal reader should be able to appreciate as
literature all literature, of whatever place, race or time,
by a temporary suspension of disbelief but there was never
a real reader or critic "whose appreciation was a separate
faculty, quite judicious and wholly isolated from his other
interests and his private passions." We all aim in the end
at a theory of life and tend
...to terminate our enjoyment of the
arts in a philosophy, and our philoso-
phy in a religion — in such a way that
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completed in the Impersonal and general,
not extinguished, but enriched, expanded,
developed, and more itself by becoming
more something not itself.
In practice, our literary judgment is
always fallible because we inevitably
tend to overestimate a poetry which em-
bodies a view of life which we can under-
stand and which we accept; but we are
not really entitled to prize such poetry
so highly unless we also make the effort
to enter those worlds of poetry in which
we are alien. Poetry cannot prove that
anything is true... it proves successfully,
or fails to prove, that certain worlds
of thought and feeling are possible. It
provides intellectual sanction for feel-
ing, and esthetic sanction for thought.
Prom 1927-1932 the problem of poetry and belief
occupies Eliot more than in his previous work. In Shakespeare
and the Stoicism of Seneca and in Dante , he is Interested in
the use of a philosophy by the particular poet. A Note on
Poetry and Belief , the note appended to Section II of Dante ,
and Poetry and Propaganda are concerned with poetic belief
in general.
As to the poet’s belief Eliot doubts
...whether belief proper enters into
the activity of a great poet, qua
poet... .The poet makes poetry, the
metaphysician makes metaphysics, the
bee makes honey, the spider secretes
a filament. You can hardly say that
any of t^se agents believes, he mere-
ly does.'^
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I prefer not to define, or to test
poetry by means of speculations about
its origins; you cannot find a sure
test for poetry, a test by which you
may distinguish between poetry and
mere good verse, by reference to its
putative antecedents in the mind of
the poet.*^^
The problem still puzzles him in the Norton lectures
of 1932. His general conclusion, still in the direction of
his early "impersonal theory”, is ttiat belief in what a
poet says is necessary neither to the poet nor to his reader.
This complete dissociation, however, is difficult.
Eliot points out that poetry and philosophy are
two things. ”I believe that for a poet to be also a philoso-
pher he would have to be virtually two men, a poet may borrow
74
a philosophy or he may do without one." A poet can deal
with philosophic ideas as Lucretius did, not as matter for
75
argument but as matter for inspection and "from the
Purgatorio one learns that a straightforward philosophical
#76
statement can be great poetry.*^ Eliot considers that
..Marlowe’s Mephistopheles is simpler
then Goethe ’s ... .Marlowe has in a few
words concentrated him into a statement.
Goethe's demon sends us back to Goethe.
He embodies a philosophy. A creation of
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The "material of the artist is not his beliefs as held but
his beliefs as felt."*^®
Eliot is "concerned with the application of our
79
religion to the criticism of any literature."
In the decay of Protestantism, he finds the chief
clue to understanding the decay of contemporary Anglo-
Saxon literat\ire. Most writers reject Protestant Christi-
anity. This background makes our writing seem crude and
provincial in Europe’s intellectual centers. With the
disappearance of ideas of Original Sin and intense moral
struggle human beings in poetry and prose fiction tend to
become less real for "it is in moments of moral and spiritual
struggle depending upon spiritual sanctions that men become
real. "80
Poetry is not a satisfactory substitute for religion;
there are deplorable moral and religious effects in confusing






80 ASG 41-46 passim
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believes "that nothing in this world or the next is a sub-
stitute for anything else and if you find that you must do
without something such as religious or philosophic belief
81then you must Just do without it.
In all poetry there is "danger of expressing what one
..82
would like to feel Instead of what one really feels." This
danger seems to Eliot especially inherent in religious verse
in general and in "devotional poetry and religious poetry
which falls within an exact faith and has precise objects
„83
for contemplation. In discussing G. M. Hopkins# Eliot
states that "to be a devotional poet is a limitation".
For the great majority of people who
love poetry "religious poetry" is a
variety of minor poetry; the religious
poet is not a poet who is treating the
whole subject matter of poetry in a
religious spirit but a poet who is deal-
ing with a confined part of this subject
matter, who is leaving out what men con-
sider their major passions and thereby
confessing his ignorance of them.°^
81 UP 106-108 passim .
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Sliot calls attention to the fact that drama may occur
at various points along a line the termini of which are
liturgy and realism and that its form is determined by the
point in the line at which a tension between liturgy and
realism takes place. "The next form of drama will have to
be a verse drama,” he writes, referring to the loss of thera-
peutic value drama suffered in relaxing its form to prose.
He suggests that the play, like a religious service, should
be a stimulant to make life more tolerable and that part of
its stimulus comes from vocal rhythm.^ "Rhythm was a great
thing with Aristotle and he wasn't called upon to determine
2how far catharsis could be effected without it."
"Drama is perhaps the most permanent of poetic foms,
capable of greater variation and expressing a wider variety
.,3
of types of society." Emotion is its material.
Poetic drama must take genuine and sub-
stantial human emotions, such emotions as ob-
1 Introduction to Savonarola (1926).
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servation can confirm# typical emotions, and
give them artistic form, the degree of abstrac-
tion is a question for the method of each
author.
With the exception of ’’the closet drama” whose author is
obligated to leave no doubt in our minds about his intention
on this point it is for presentation.
A speech in a play should never appear to be
Intended to move us as it might conceivably move
other characters in the play, for it is essential
that we should preserve our position as spec-
tators and observe always from the outside
though with complete understanding.^
Lamb’s Specimens [selections from Elizabethan drama]
.... set in motion the enthusiasm for poetic
dranB which still persists, and at the same
time encouraged the formation of a distinction
which is, I believe, the ruin of modern drama -
the distinction between drama and literature...
For all modern opinion rests upon the admis-
sion that poetry and drama are two separate
things.®
Whereas ’’there is a flight above at which poetry and drama
7become one thing.” ’’What great poetry is not dramatic?”
In Shakespeare
.... the same plays are the most poetic and
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currence of the two activities but by the
full expansion of one and the same activity.
... The dramatist who is not a poet is so
much less the dramatist..... There is no
'relation’ between poetry and drama. All
poetry tends towards drama and all drama
towards poetry.
8
The great vice of English drama from
Kyd to G-aisworthy has been that its aim of
realism was unlimited. In one play, Everyman ,
and perhaps in that one play only, we ha.ve a
drama within the limits of art. 9
Elizabethan drama's "great weakness is the same weakness as
that of modern drama, it is a lack of convention."^ In
addition it seems to Eliot "the lack of moral and social
conventions" stands in the xvay of poetic drama today.
The Russian ballet dancer is a being
who exists only during the performances, a
personality, a vital flame which appears
from nowhere, disappears into nothing and
is complete and sufficient in its appearance.
It is a conventional being, a being which
exists only in and for the work of art
which is the ballet There are only
limited movements that he can make, only a
limited degree of emotion that he can express.
He is not called upon for his personality ...
So it would be in a strict form of drama.
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But in realistic drama, which is drama
striving steadily to escape the conditions
of art, the human being intrudes. Without
the human being and without his intrusion
the drama cannot be performed ... But a
true acting play is surely a play which
does not depend upon the actor for anything
but acting, in the sense in which a ballet
depends upon the dancer for dancing ....
The advantages of convention for the actor
are precisely similar to its advantages for
the author. No artist produces great art
by a deliberate attempt to express his per-
sonality, He expresses his personality in-
directly through concentrating upon a task
which is a task in the same sense as the making
of an efficient engine or the turning of a
jug or a table leg. 11
If there is a future for drama and
particularly for poetic drama will It not
be in the direction indicated by the ballet.
Is it not a question of form rather than
ethics? The ballet is valuable be-
cause it has unconsciously concerned itself
with a permanent form; it is futile because
it has concerned Itself with the ephemeral
in content. 12
A Dialogue on Dramatic Poetry, which is included in
Selected Sssays 1917-1952
,
is a round table discussion after
the manner of Dryden. The statements and questions of the
various participants are suggestions rather than positive
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conclusiveness, the conversation touches upon several dramatic
forms such as the Mass, and dramatic conventions such as the
unities and comic relief, be tv/een which he points a connection.
The consummation of the drama, the per-
fect and ideal drama is to be found in the
ceremony of the Mass , . , Drama springs from
religious liturgy.... The only dramatic satis-
faction that I find now is in a High Mass
well performed. The Mass is a small drama
having all the unities; but in the Church
year you have represented the full drama of
creation, 13
Can we not take it that the form of the
drama must vary from age to age in accordance
with religious assumptions of the age? That
is that drama represents a relation of the
human needs and satisfactions to the religious
needs and satisfactions which the age provides.
V'hen the age has a set religious practice and
belief, then the drama can and should tend
tov/ards realism;.,, the more fluid and chaotic
the religious and etlnical beliefs, the more .
the drama must tend in direction of liturgy,^'*
Sliot admits this theory has no historical backing.
The laws of unity of place and time re-
main valid in that every play which observes
them in so far as its material allows is in
that respect and degree superior to plays
which observe them less, 15
The unities differ radically from human
legislation in that they are laws of nature
and a law of nature even when it is a law of
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On Sydney’s censure of comic relief Bliot comments: '*He is
perfectly right ... Desire for comic relief is a permanent
craving of human nature, springing from a lack of capacity
for concentration,”^'^
The Unities of time and place have
for me a perpetual fascination. I believe
they will be found highly desirable for the
drama of the future, 18
The Dialogue concludes with a suggestion for barn and studio
experimen ta ti on
,
It is one thing to discuss the rules
of an art when that art is alive and quite
another when it is dead, Vi/hen there is
contemporary practice, the critic must
start from that point and all his criticism
must return to it, 19
Elizabethan drama was aimed at a public
which wanted entertainment of a crude sort
but would stand a good deal of poetry. Our
problem should be to take a fomn of enter-
tainment and subject i t to the process
which would leave it a form of art. Per-
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The statement and explication of a convic-
tion about such an important body of dramatic
literature [i.e. Elizabethan] should be some-
thing more than an exercise in mental in-
genuity or in refinement of taste; it should
be something of revolutionary influence on the
future of drama ... I believe that the theatre
has reached a point at which a revolution in
principles should take place. 21
The subject comes to rest in terse colloquiality and
in an austere critical pronouncement by T. S. Eliot. ”Drama
has something else to do except to divert us,” and
The essential is not that drama should be
written in verse but that we get upon the
stage a precise statement of life which is
at the same time a point of view, a world
which the author’s mind has subjected to a
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As I promised in the introduction I shall not attempt
to judge the literary criticism of T. S, Eliot; it is not
necessary I should do so. This particular critical effort
stands trial before its own criteria at every stage and I
might almost say in every page of its progress; self-judging
and self-judged it requires no other comment. I do not mean
that Eliot writes about his own critical work; he writes only
very rarely even of his poetical work and then only in
defending it from comment which he considers unjust. I do
mean that seemingly with no conscious implication on Eliot *s
part his own practice is passed upon by his own theory every
time he comments on criticism in general or on the critical
work of others. In the mind of the serious reader judgment
takes place in the way that Eliot would have it passed#
impersonally# inevitably# and again according to Eliot *s
thought in criticism# the judgment is ”right” because in-
evitable. In view of the fact that these conclusions are
documented and explicated in the thesis itself# I shall here
make only the briefest of comment# and that as far as possible
in Eliotts own words.
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The literary criticism of T. S, Eliot is intelligent.
Eliot is the type of critic of which Aristotle "provides an
eternal example." "In whatever sphere of Interest he looked
solely and steadfastly at the object"; he was "intelligence
itself swiftly operating the analysis of sensation to the
point of principle and definition." Eliot, the critic. Is
the answer to his own demand for "intelligent criticism."
Throughout his writings we see him constantly at work with
his critic's chief tools of comparison and analysis "in-
telligence itself swiftly operating the analysis of sensation
to the point of principle and definition."
II
The literary criticism of T. S. Eliot is authoritative.
"The criticism employed by a trained and skilled writer on
his own work is the most vital, the highest kind of criticism.*
Again Eliot is himself the fulfillment of the condition, this
time as the professional man of letters. His fellow-
craftman's knowledge of the forms he criticizes is evidenced
throughout his work. He is a writer of prose and verse, of
criticism and drama. He knows what he is writing about.
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The literary criticism of T. S. Eliot is both native
and consciously cultivated; it is also thoroughgoing, amount-
ing to self-criticism and criticism of criticism, as well as
criticism of the subject in hand-
Criticism is as inevitable as breathing
and we should be none the worse for
articulating what passes in our minds
when we read a book and feel an emotion
about it,- for criticizing our own
minds in this work of criticism-
IV
Within htiman limits and Eliotts, the literary
criticism of T, S. Eliot is historical and traditional in
his own accepted sense of these words- [The critic’s]
’’work is two-fold; to Interpret the past to the present and
to judge the present in the light of the past.” He must
perceive not only ’’the pastness of the past but its
presence.” To do this he must have the historical sense-
A traditional writer is one who writes with a feeling ’’that
the whole of the literature of his own country has a simul-
taneous existence and composes a simultaneous order” with
the whole of the literature of the world and that his own
work is necessarily a part of it all.
Ill
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It Is inevitable that such a critic should for his
own age set in order the monuments of literature; that he
should extract each author *s essence and isolate his quality
and that he should at the same time place him in relation to
the literature of his ov/n age and of all time. It is also
inevitable that criticism of this type take its own place
in tradition and thereby modify,- the extent of this modifi-
cation is to be determined by the future,- tradition itself.
It is part of the critic’s business ”to see it [literature]
not as consecrated by time but to see it beyond time, to see
the best work of our time and the best work of tv/enty-five
hundred years ago with the same eyes.” In Eliot’s criticism
Aristotle and Ezra Pound, Homer and James Joyce are regarded
impersonally, almost nonchalantly, without respect to the
antiquity of one or modernity of another.
V
The literary criticism of T, S. Eliot is erudite yet
erudition is a thing so much a part of Eliot’s mind that even
he would no doubt have difficulty in excluding it from his
work if he chose; and evidently he does not choose to exclude
it. One of Eliot’s prime requirements of a critical writer is
that he should be interested in his subject and ’’know enough
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about It to be able to conmunicate that interest to others,”
This requirement is amply fulfilled in his ov/n work. If
Eliot mentions a work or an author unknown to his reader,
it is as if a dominant seventh chord had been struck. As
surely as the dominant seventh chord demands resolution into
the tonic, a reference of Eliot's to an unread work demands
the reading of that work. An American student of English
literature with a background of classical studies finds in
Eliot and his view of all literatures as parts of a larger
whole a revelation and an example of what can be done in
the matter of organizing and reorganizing literary experi-
ence, Such a student is apt to become a companion if not a
disciple of Eliot and to get a great deal of enjoyment from
the companionship. It is possible that in the case of average
readers Eliot's theories are not found wanting if "tested by
their power of refining our sensibility and increasing our
understanding .
"
To discuss Eliot's practice of his own poetics is
beyond the scope of this thesis. However, to read his theory
is to view all poetry anew. The following are among Eliot's
most important theories about poetry. Poetry is autotelic,
an end in and of itself. It is to be enjoyed. Meaning is
not essential to poetry; neither is belief required of
author or reader. Although poetry is not to be thought of
as a substitute for religion or philosophy it can express
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either, once either has been formulated. Poetry comes about
impersonally. This is the catalyst theory of poetic creativi-
ty. The poet*s mind is passive; it Is the medium in which
poetry results from the presence of its component parts. In-
evitability in poetry, its "rightness,” depends on the extent
to which the poet finds an "objective correlative," the
function of the objective correlative being to reproduce in
others the exact emotional experience of the poet. Some
poets have "auditory imagination." Drama and poetry are
one in the higher reaches of both, and the theatre is an
ideal medium for poetry.
VI
The literary criticism of T. S. Eliot aims to be and
may be considered to be, within human limitations and Eliot *s,
untrammeled and Independent. "Critical speculation like
philosophical speculation and scientific research must be
free to follow its own course; and cannot be called upon to
show immediate results." He also tries not to value
theories according to their approximation to his own.
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The literary criticism of T. S, Eliot is modest and
conservative. He requires of himself as of his fellov/
critic* ideal or actual, that he write ”s imply and con-
servatively/’ what he thinks.
VIII
The literary criticism of T, S. Eliot is honest and
sensitively appreciative. ’’Honest criticism and sensitive
appreciation are directed not upon the poet but upon
poetry.”
rx
The literary criticism of T. S, Eliot is particu-
laristic, stressing particular phases or qualities of the
works with which it deals.
X
The literary criticism of T. S. Eliot is miscellaneous,
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It contains nohaving been written by the same person.”
grand plan or system^ no ordered treatment of literature,
but each piece shows mastery in its adaptation to its
own purpose.
XI
The literary criticism of T. S. Eliot has since 1929
broadened into a criticism of life. Points of View , pub-
lished in 1941, is definitive in the matter of Eliot *s own
evaluation of the different elements in his writings and
the different phases of his criticism. It is revealing that
of the forty-three selections included only nine were written
before the year 1929 when Eliot proclaimed himself Royalist
in politics, Anglo-Catholic in religion, and Classicist in
literature. This makes of that declaration a turning point
in his career. In general he has since that date tended to
broaden his theories, which were originally concerned with
an assessment of literature and with tradition and the
individual talent, to an assessment of the whole of life and
to orthodoxy and heresy. In so doing he has given his
readers what he himself demanded of drama; "A precise state-
ment of life which is at the same time a point of view, a
world which the author's mind has subjected to a complete
process of simplification.”
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The literary criticism of T. S. Eliot as originally
conceived and practiced by its author is at present a
closed book. This conclusion follows logically upon the
last preceding if Indeed it may not properly be considered
as inherent in it. However, its importance to a person
interested in literature is so great that it seems to
require in the summary of this thesis a separate statement.
XIII
Conclusions from Conclusions
To condense the twelve conclusions above, and to re-
iterate two statements made in the introduction, I should like
to say: first, that T. S. Eliot is a good critic even under
the powerful glass of his own literary criticism; and second,
that his essays are worth knowing both intrinsically and in
the new interest they arouse in the authors they treat, the
fresh stimulus they provide for the study of literature.
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Thomas Stearns Eliot is a helletrist who has made
literature and criticism his vocation. He is American by
birth but as a young man he adopted England as his home.
He has been widely acclaimed as the most distinguished man
of letters in the English-speaking countries today.
II
Throughout a life of varied literary endeavor T. S.
Eliot has become more and more the critic. His critical
attitude bears a strong analogy to Matthew Arnold’s although!
there is also much contrast between the two. Eliot began
with a sense of the need for criticism in contemporary
literature. He felt that an examination of principles was
necessary,- that this generation, like every other generation.
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Several books Eliot at one time or another purposed
to write have remained unwritten but from his miscellaneous
writings over a period of more than thirty years > sonje of
them singled out by the author for repeated publication, it
is possible to extract his point of view. In 1929 Eliot
characterized this point of view as classicist in literature,
royalist in politics and Anglo-Catholic in religion, and he
further defined it as temperate conservatism. To a student
of his work, Eliot’s criticism seems to resolve itself into
the exercise of the intelligence.
IV
Since Eliot’s criticism is an exercise of the in-
telligence its fom and method are adaptable and they are
constantly being adapted to the particular subject in hand.
His criticism is always employed on the writings themselves,
often on particular qualities or phases of the writings.
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never on the writer. His ovm literary style is impeccable
and is especially noteworthy for precision; it is enlivened
by a keen observation, a trenchant wit and the occasional
intentional introduction of a colloquial expression which
shocks the reader into a clearer perception of his meaning.
Readers sometimes complain that they camot understand Eliot.
This is due in the main to his assumption on their part of a
wider acquaintance with the subject than they possess.
PART TWO
CHAPTER I
Eliot conceives of all literature as a living whole
which is modified by and which modifies each new work. To
obtain the benefits of tradition, which is the name he gives
this conception, involves great labor and the continual sur-
render of the critic himself as he is at the moment to this
something which is more valuable. He must assimilate classics
and modems; the past must be as much with him as the present.
He must not, as some critical writers have been known to do,
relegate the past to the past.
In his latter years Eliot has extended his view of
tradition making it include orthodoxy. His criticism of
literature , -he says good prose cannot be written by a people
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has taken on philosophical and religious Implications. In
place of the terms "classic'* and "romantic” he employs "ortho-




For Eliot, criticism is as inevitable as breathing
and he believes it should become articulate whether it aims
to elucidate a work of art and correct taste or to diagnose
the state of society and prescribe a cure. In either case
the critic must not supply opinion, but endeavor to put the
reader in possession of facts which he may otherwise lack.
The critic *3 chief tools are comparison and analysis.
He must continually refresh his own impressions as well as
Increase his understanding in order to arrive at a generalized
statement of literary beauty. This is a development in sensi-
bility. The labor of the critic is to isolate the quality of
literature not to determine its rank. The pondering of prob-
lems enhances enjoyment but It cannot be called upon to shov/
immediate results. The critic should have great erudition
and remarkable generalizing power. In addition to this his
criticism is required to be interesting and to be free from
personal emotions. "V/e must see literature all round to de-
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Criticism is, by definition, about something other
than Itself; creation Is, by definition, autotellc. The
criticism of his O’jra work by a trained writer Is, according to
Eliot, the most vital, the highest kind of criticism. At first
he was inclined to think It was the only kind of criticism
that could be of use to a poet but later he saw certain limi-
tations of the poet as critic and had to stretch his frame to
make some important inclusions.
The Function of Criticism
The function of criticism is the setting in order,
from time to time, not only the monuments of literature but
the monuments of criticism as well. The growth of an excep-
tional individual follows the same pattern? first he enjoys
literature, then he appreciates It, and last he organizes it.
Every effort to formulate is limited. Each generation’s point
of view Is self-cons cl otis in the critic, whose work is to
interpret the past to the present and to judge the present in
the light of the past. It is a highly important function,
one which influences the whole of what we are.
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The Limits of Criticism
Eliot suggests certain limits beyond which criticism
becomes something other than criticism and certain points of
view with regard to criticism which charge it with responsi-
bility beyond its scope. He shows that it is the reader’s
task and not the critic’s to appreciate and to judge. He
employs the ’’complementary activities” of comparison and




Poetry ’’includes everything written in verse which a
sufficient number of the best minds have considered to be
poetry.” Poetry is an art which communicates direct feelings
ranging from amusement to ecstasy. It is expected to share the
excellences of good prose and live prose has something in
common with verso. Eliot discusses poetic prose > ”vers
libre” and the prose -poem.
Creation of Poetry
Creation in poetry Eliot defines as the relation of
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of platlmim in the presence of which feelings, phrases and
images combine in peculiar and unexpected ways. His ’’im-
personal theory of poetry" would Indicate that creation takes
place almost subconsciously, that it bears an analogy to
mystical experience and also to "the breaking down of strong
habitual barriers." Yet tbiere is a great deal in the creation
of poetry which must be conscious and deliberate; it consists
in the transfusion of the life of the author into his creation,
This is very different from "creation in one’s own image."
The only way of expressing emotion in the form of art is to
find an "objective correlative". Certain authors in creating,
exercise "auditory imagination".
Form in Poetry
A work of art must have form and this form must be
self-consistent. Pom and content should be equally interest-
ing, and interestipg as one thing and not as two. Free verse
does not exist. There is no freedom in art: there is only
mastery which may be defined as adaptability to purpose. Blank
verse is the only accepted rhymeless verse in English; the
rejection of rhyme enjoins a more careful choice of words,
sentence structure and word order on the author. True origi-
nality is merely right, -that is Inevitable ,- development.
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Style as a Matter of Propriety
No form can be applied indiscriminately. Rhetoric
has come to mean a vice of manner; it is properly employed
by Shakespeare when a character sees himself in dramatic
light » improperly by Milton for musical effect only. Vfit
is a quality of style, most often found in sophisticated
literature, which Eliot holds in high regard.
Philos ophy» Relip;lonj and Poetry
Poetry is autotelic; it is not a substitute for
philosophy or theology or religion; it cannot be bound by
laws. Understanding a poem is not essential to its enjoyment
but there is room in poetry for meaning. Perhaps in some
kinds of poetry there is room for didacticism. The ideal
reader should be able to enjoy poetry of propaganda with or
without belief. Even a philosophical statement can be great
poetry. Literature loses strength when writers reject re-
ligion as there is no substitute for religion. For most
people ’’religious poetry” is a variety of minor poetry. It
is a form in which it is especially difficult for a poet to
express what he feels and not what he thinks he should feel.
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CHAPTER IV
Between liturgy and realism are many drama forma.
Eliot says the next to come must be a verse drama in order
to recapture the therapeutic value lost when dramatists
turned to prose. He points out that poetry and drama in
great works are not two concurrent activities but the full
expansion of one and the same activity. Lack of convention
is the great wealcness of Elizabethan drama and the
possession of permanence in convention constitutes the
value of the ballet* Eliot calls for a revolution in
principles and deniands of drama as he does of criticism
a precise statement of life and a point of view.
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Eliot’s Essays, Lectures and Articles
I have listed the essays in the approximate order in
which they were written. The authority for the dates is





and Points of View
,
or the earliest date
of publication.
The initials after the titles indicate the collected
works in which the essays appear.
SW The Sacred Wood
HJD Homage to J ohn Dryden
FLA For Lancelot Andrews
s
SS Selected Essays 1917-1932
EE Elizabethan Essays
BAM Essays Ancient and Modern
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Leibniz’s Monads and Bradley's Finite Centers
The Development of Leibniz’s Monadism
Borderline of Prose
Reflections on Vers Libre
Eeldrop and Appleplex
Ezra Pound, His Metric and Poetry
Tradition and the Individual Talent SE, SW
Professional, or ...
Observations
In Memory of Henry James
Disjecta Membra
Literature and the American Courts
Studies in Contemporary Criticism I
Studies in Contemporary Criticism. II
Euripides and Professor Murray, SE, SW
Christopher Marlowe SE, SW, EE
Hamlet and His Problems SE
,
SW, EE
Rhetoric and Poetic Drama SE
,
SW
Ben Jon son SE, SW, EE
American Literature
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The Education of Taste




William Blake SE, SW
The Perfect Critic SW
Imperfect Critics SW
The Possibility of a Poetic Drama SW
Dante SW





The Metaphysical Poets SE, HJD
Andrew Marvell SE, HJD
Prose and Verse




London Letter: The Novel
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1923 John Donne
Function of a Literary Review
The Beating of a Drum
Ulysses, Order, and Myth
Marianne Moore
The Function of Criticism SE
Marie Lloyd SE
1924 Communication to Editor of Transatlantic
Review
Four Elizabethan Dramatists SE, SE
1925 Ballet
1926 Lancelot Andrewes SE, FLA, EAM
F. H. Bradley SE, FLA, EAM
Introduction to Savonarola
The Idea of a Literary Review
1927 Deux Attitudes Mystique: Dante et Donne
Grammar and Usage
A Note on Poetry and Belief
Literature, Science and Dogma
Baudelaire in Our Time FLA, EAM
Seneca in Elizabethan Translation SE
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1927 Thomas Middleton SE, FLA, EE
John Bramhall SE, FLA, EAM
Wilkie Collins and Dickens SE
The Humanism of Irving Babbitt SE, FLA, EAM
Niccolo Machlavelli FLA
1928 Note on Richard Crashaw FLA
A Dialogue on Dramatic Poetry SE
Introduction to Selected Poems of Ezra Pound
Isolated Superiority
Emotional Unity
The Golden Ass of Apuleius
The Idealism of Julien Benda
Freud’s Illusions
1929 Experiment in Criticism
Sherlock Holmes and His Times
Contemporary Literature: A Letter
Letter to the Editor of the Little Review
Dante SE
Second Thoughts on Humanism SE
1930 Religion Without Humanism
Baudelaire SE
Arnold and Pater SE
VSblliiL- . '' . T'C , r nc i I r ?,i F. j? orT
.
AJ'-' II /ir;o
lE Eaf.3lbtf“ bn.c e;t.i:I iloC oi>iT.‘'.V
J i 9;r‘-‘"l ' .0 n? eiiT
./• i’i V73xi; m;' no elyl'. £?Ub’I
^ Iri -,7;;^‘rCx no f k-,c x •i ^ r
woco &ocool._v- o.T nx I 1 •.;.I n:7 [!
Lcjp.f- -j
Y * I;n J Inn': .' 1 .
0 rjLTtj A IG .-^i, nG.oIo^ f...'iT
iO:JcrI, 1;; ‘ . 'Y
a TGl..tj-I f j. .. 'ouT-r'I
r; a I : ImO fi; lafo ‘•'XT oc:xLl
all. nnn £,f nrlo'i Ic vInerfE:
; noj '•:•; il... \-o -xc ':•; :iiOw
.;j I. or It ;' fr!.! O'" ‘1:0 i’lea
YE c-vfTx '
,jiOi V Groooc-
.:rr foi Jt'r'‘E!Y:V’ n'-' -flj. i/h OMI
i.E (nif'j.oY’.'rx:






Introduction to The Wheel of Fire
Preface to Anabasis
Introductory Essay to Johnson’s London
Donne in Our Time
Thomas Heywood SS, ES
Cyril Tourneur SS, SS
Thoughts After Lambeth SE
Charles I'V'hibley SE
The ” Pen sees" of Pascal EAM
John Ford SE, ES





1933 The U se of Poetry and the Use of Criticism
(8 lectures)
1932 Introduction
1932 Apology for the Countess of Pembroke
1932 Age of Dryden
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1933 Shelley and Keats
1933 Matthew Arnold
1933 Modern Mind
1933 C one luslon
1933 Housman on Poetry
Catholicism and International Order EAM
(Listed as 1934 In Points of View)
Modern Education and the Classics SAM
Critical Note to the Collected Poems of
Harold Monro
1934 Shakespearean Criticism from Dryden to
Coleridge
J ohn Mars ton EE
After Strange Gods (3 lectures)
(Delivered in 1933*)
Lectures I and III were elsewhere pub
11 shed under the titles
I Tradition and Orthodoxy
III Personality and Demonic Possession
Religion and Literature EAM
The Mystical Doctrine of St. John of the
Cross
What Does the Church Stand For?
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Catholicism and International Crder EAM
(Listed as 1934 in Points of View)
Modern Education and the Classics SAM
Critical Note to the Collected Poems of
Harold Monro
Shakespearean Criticism from Dryden to
Coleridge
John Marston EE
After Strange Gods (3 lectures)
(Delivered in 1933*)
Lectures I and III were elsewhere pub-
lished under the titles
I Tradition and Orthodoxy
III Personality and Demonic Possession
Religion and Literature EAM
The Mystical Doctrine of St. John of the
Cross
What Does the Church Stand For?
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1936 In Memoriam EAM
A Note on the Verse of John Milton
1937 The Church's Message
1939 The Idea of a Christian Soci ety (4 lectures)
1940 Preface to The Testament of Iminortali ty
1942 A letter to the Editors of the Partisan
Review
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A • T» S, Eliot’s Prose Writings
'"'
Arranged According to the Year of Publication
The Point of View
Harvard Advocate 87 (1909)
Classics in English
Poetry 9 (1916)
Leibniz's Monads and Bradley's Finite Centers
Monist 26 (1916)
The Developnent of Leibniz's Monadism
Monist 26 (1916)
Borderline of Prose
New Statesman 9 (1917
)
Reflections on Vers Libre
New Statesman 8 (1917)
Eeldrop and Appleplex
The Little Review 4 (1917-1918)
Ezra Pound, His Metric and Poetry
New York: A. A. Knopf, 1917
Professional, or ...
Egoist V (1918)
TSigned Apteryx, a pseudonym of T. S. Eliot)
Observations
Egoist V (1918)
TSigned T. S. Apteryx)
Of the many magazines articles and book introductions I
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Studies in Contemporary Criticism I
Sp;oist 3 (1918)












The Education of Taste
Athenaeum (1919)
A Brief Treatise on the Criticism of Poetry
Chap Book II (1920)
The Sacred Wood
London: Methuen and Co., Ltd., 1920
Contents: Introduction. The Perfect Critic.
Imperfect Critics. Tradition and the Individual
Talent. The Possibility of a Poetic Drama.
Euripides and Professor Murray. Rhetoric and
Poetic Drama. Notes on the Blank Verse of
Christopher Marlowe. Hamlet and His Problems.
Ben Jonson. Phillip Massinger. Swinburne as
Poet. Blake. Dante
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Chap Book IV (1921)
London Letter
Di^ 72 (1922)
London Letter: The Novel
Dial 73 (1922)
John Donne
Nation and Athenaeum 33 (1923)
I\inction of a Literary Review
Gri terion 1 (1923)
The Beating of a Drum
Nation (London) 34 (1923)






Transatlantic Review 1 (1924)
Homage to J ohn Dryden
London: L, and Virginia Woolf, 1924
Contents: Preface. John Dryden. The
Metaphysical Poets. Andrev/ Marvell*
Ballet
Gri teri on 3 (1925)
Introduction to Savonarola
.
a Poem by Charlotte Sliot
London: R. Cobden Sanderson, 1926
The Idea of a Literary Review
Criterion 4 (1926
)
•' \ li'- C ) 'ro.i -i oiA a




( ! u VI >'co. .
, ; S*V .L/j_tC
la r:3,\
{ -M-.D c.\
a-il'i. ; » £: '' > s' - O.C' r*'''’ •-
one.: ‘Ij'jg u
{ri:S) si I.J.: ... ' iu:
•'.'f, \ i
t : C-. f ^
a I ' ' it., .‘-Cj .j L ('''.i

















.rci-v^iu rtiic. . o/’.'Xf -r . : .r.u.iXf^i
V ‘‘J ; •: ' e •t la . ~ j- . 'na r i; a •, r) rr / :r c-
.•.. r r
^ r.
) ( / ..i,
L:..!-
, [O.iax-lriy'l sitl cos I
'"‘-•L
r' : £.,.U 'I I .';.
.
-I ; 'fau.j
vial'/a • v‘t 'i . ! ,l n •.• c fx f.T fw/;‘













G ri terion 5 (1927)
A Note on Poetry and Belief
The Enemy I (1927)
Literature, Science and Dogma
Dial 82 (1927)
Introduction to Selected Poems of Ezra Pound





The Golden Ass of Apuleius
Dial 85 (1928)
The Idealism of Jullen Benda





Sherlock Holmes and His Times
G ri terion 8 (1929)
Contemporary Literature: a Letter
For^jm 81 (1929)
A Letter to the Editor of the Little Review
The Little Review 12 (1929)
Dante
London: Faber and Faber, 1929
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Garden City, N. Y. : Doubleday, Doran
and Go., Inc., 1929.
Contents: Preface. Lancelot Andrewes.
John Bramhall. Niccolo Machlavelli . Frances
Herbert Bradley. Baudelaire in Our Time.
Thomas Middleton. A Note on Richard
Crashaw. The Humanism of Irving Babbitt.
Religion Without Humanism
Contained in Humanism and America
Edited by Norman Foerster
New York: Farrar and Rinehart, Inc., 1930
Poetry and Propaganda
Bookman 70 (1930)
Introduction to G. Wilson Knight's The Y/heel of Fire
London: Humphrey Milford, 1930
Preface to St. John Perse's Anabasis
London: Faber and Faber, 1930
Introductory Essay to J ohnson ' s London
London: Hazelwood Press, 1930
Donne in Our Time
Contained in A Garland for J ohn Donne
Edited by Theodore Spencer
Cambridge: Harvard University Press, 1931
John Dryden (3 Essays: The Poet, The Dramatist, The
Critic
)
New York: T. and E. Holliday, 1932
George Herbert




New York: Harcourt, Brace and Co., 1932
4th printing, 1938; Copyright 1932
Contents: Tradition and the Individual
Talent. The Function of Criticism. Rhetoric
and Poetic Drama. A Dialogue on Dramatic
Poetry. Euripides and Professor Murray.
Seneca in Elizabethan Translation, Pour
Elizabethan Dramatists. Christopher
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Marlowa, Shakespeare and the Stoicism of
Seneca. Hamlet and His Problems. Ben
Jonson, Thomas Middleton. Thomas Heywood.
Cyril Tourneur. John Ford. Philip Massinger,
Dante. The Metaphysical Poets. Andrew
Marvell. John Dryden. William Blake.
Swinburne as Poet. Lancelot Andrewes.
John Bramhall. Thoughts After Lambeth,
Baudelaire, Arnold and Pater. Francis
Herbert Bradley. Marie Lloyd. Wilkie
Collins and Dickons. The Humanism of Irving
Babbitt. Second Thoughts on Humanism.
Charles 'Nhihlej,
The Use of Poetry and the Use of Criticism
Cambridge, Mass,: Harvard University Press,
1933, The Charles Eliot Horton Lectures
1932 and 1933
Contents: Prefatory Note, Introduction.
Apology for the Countess of Pembroke. The
Age of Dryden. Wordsworth and Coleridge.




Shakespearean Criticism From Dryden to Coleridge




edited by Harley Granville-Barker
and G. B. Harrison
Cambridge: At the University Press, 1934
Elizabethan Essays
London: Faber and Faber, Ltd.
,
1934
Contents: Four Elizabethan Dramatists.
Christopher Marlowe. Shakespeare and the
Stoicism of Seneca, Hamlet. Ben Jonson,
Thomas Middleton, Thomas Heywood, Cyril
Tourneur. John Ford, Philip Massinger.
John Mars ton.
Critical Note to the Collected Poems of Harold Monro
London: C obden-Sanderson, 1933
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lOJ '/ 1 C
After Strangle Gods
New York: Harcourt, Brace and Go., 1934
The Page-Barbour Lectures at the
University of Virginia, 1933
The Mystical Doctrine of St. John of the Cross
Criterion 13 (1934)
Signed T.McG., but ascribed to Eliot in
the Index
Included in Gallup's Catalogue of Writing
by Eliot
What Does the Church Stand For?
Spectator 153 (1934)
Introduction to the Selected Poems of Marianne Moore
New York: Macmillan Company, 1935
Essays Ancient and Modern
New York: Harcourt, Brace and Go., 1936
Contents: Preface. Lancelot Andrewes.
John Bramhall. Francis Herbert Bradley.
Baudelaire in Our Time. The Humanism of
Irving Babbitt. Religion and Literature.
Catholicism and International Order.
The Pensees of Pascal. Modern Education
and the Classics. In Memoriam
A Note on the Verse of John Milton
Oxford: Clarendon Press, 1936
Essays and Studies by Members of the
English Association, Vol. XXI
The Church's Message
Living Age 352 (1937)
The Idea of a Christian Society
New York: Harcourt, Brace and Go., 1940
Preface to The Testament of Immortality
London: Faber and Faber, Ltd., 1940
Points of View
London: Faber and Faber, Ltd.
,
1941
Letter to the Editors
Partisan Revieiv
.




B, Books and Articles on the Writlnp;3 of T, S, Eliot
Alphabetically Arranged




The Rock; After Strange Gods
Poetry 45 (1934-1935)
Reviev; of Poems, Dial 82 (1927)
Aldington, Richard, Literary Studies and Reviews « London:
George Allen and Unwin, Ltd.
,
1924
Bell, Clive, T, S. Eliot, Nation and Athenaeum 33.
(1923)
BOOKMAN T. S. Eliot. Portrait. Vol. 74 (1931)
T. S. Eliot Comes Home, Vol. 75 (1932)
BOOK REVIEW DIGEST 1905-1942, T. S. Eliot
Blackmur, R, P,
,
T. S. Eliot in Prose, Poetry 42 (1933)
Brown, Calvin S.
,
Jr., T. S. Eliot and ’'Die Droste"
Sewanee Review 46 (1930)
Brown, E. K.
,
T. S, Eliot: Poet and Critic
Canadian Forum 10 (1930)
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Butler, John F,, Tragedy, Salvation and the Ordinary
Man. London Quarterly Review 162,
(1937)
Gajetan (Brother Gajetan), The Pendulum Starts Back,
Gathollc World 140 (1935)
Galdwell, James Ralston, Explorer in Poetic Fields,
Ghesterton, G, K.
,
Saturday Review of Literature 8 (1932)
The Skeptic as Grltic, Forum 81 (1929)
Ghew, Samuel G., Appraisal of T. S. Eliot, Ghristlan
Science Monitor Magazine Section,
November 6, 1935
Ghurch, Richard, T. S. Eliot: Search for Foundations,
Fortnightly 155 (1941)
Gollin, W. E., T, S. Eliot the Gritic, Sewanee Re-
view 39 (1931)
Gowley, Malcolm, Religion of Art: 1, Readings from the
Lives of the Saints, New Reoublic
77 (1934)
Afterthoughts on T, S, Eliot, New
Republic 87 (1936)
Daniels, Roy, The Ghristian Drama of T. S. Eliot,
Ganadian Forum 16 (1926)
Deutsch, Babette, Religious Elements in Poetry, Menorah
J 29 (1941)
T. S. Eliot and the Laodiceans,
American Scholar 9 (1940)

Dobree, Bonsuny, The Lamp and the Lute, Oxford;
Clarendon Press, 1929
Durham, L , M.
,
Dante Today: 1941
Typewritten Mss. In Archives, Wldener
Library, Harvard University
Elliott, G. R., T. S. Eliot and Irving Babbitt
American Review 7 (1936)
Frank, Waldo, The Universe of T. S, Eliot
New Republic 72 (1932)
Gallup, Donald Clifford, A Catalogue of English and
American First Editions of Wrltlnp;s
by T. S. Eliot, Exhibited In the
Yale University Library 22 February





R . E . G
. ,
Return of the Native, Bookman 75
(1932 )
Glllet, Louis, M.T.-S. Eliot et les faux dleux.
Revue des Deux Mondes 8e Periods 22
Cl“934l
Goldring, Douglas, Modern Critical Prose, Chap Book II
(1920)
Gregory, Horace, The Unities and Eliot, Life and
Letters Today 23 (1939)
Grudin, Louis, Mr. Eliot Amonp^ the Nlghtlnf?ales
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T, 3. Eliot's Rellgi'bse Entwicklung
Enp;llsche Studien 69 (1935)
Hazlatt, Henry, The Mind of T. 3. Eliot, Nation 135
(1922
)
Jackson, Elizabeth, Poetry and Poppycock, Saturday Re-
view of Literature 23 (1941)
Jones, Howard Mumford, The Legend of T. 3, Sllot, The











L., T. 3. Eliot as Critic, Nation 140
(1935)
Krutch, Joseph Wood, A Poem is a Poem, Nation 137 (1933)
Labouelle, M. J.-J., T. 3. Eliot and Some French Poets,







New Bearings in En/2;lish Poetry
London: Chatto and Wlndus, 1932
Lehman, Robert 3., The Holy Place
Typewritten Mss. in Archives,
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LIVING AGS T. S, Eliot Goes Home, Vol, 342,
May 1932
Loring, M, L. S,
,
T. S. Eliot on Matthew Arnold, Sewanee
Review 43 (1935)
Matthiessen, F. 0., The Achievement of T. S, Eliot
Boston and Ne^v York: Houghton Mifflin
Company, 1935




Mlzener, Arthur, A Letter from Yale to Mr. Matthiessen,
Sewanee Review 44 (1936)
Montgomerie, William, Harry, meet Mr. Prufrock, Life
and Letters Today 31 (1940)
Review of Sacred Wood, Dial 70 (1921)
Cleft Eliot, Saturday Review of
Literature 9 ( 1932
)
T. S. Eliot, Nation 121 (1925)
Contemporary Writers III: Mr. T. S.
Eliot, Nation (London) 37 (1929)
Mr. Eliot’s Poetry, Spectator 156
(1936)
Critic With His Goat Off: A Review,
Vol. 18 (1941)
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O'Brien, Maurice Neill, Lines on T. S, Eliot (Poem),
Canadian Forum 13 (1932)
Oliphant, E. H. C., Tourneur and Mr. T. S. Eliot, Studies
in Philology 32 (1937)
Olson, Elder, Achievement of T. S, Eliot by P. 0.
Matthiessen, Poe try 50 (1937)
Oras, Ants, The Critical Ideas of T. S. Eliot
.
Tartu
Estonia: Printed by K. Matthiesen, Ltd.
1932




Porter, Katherine Anne, Notes on a Criticism of Thomas
Hardy, Southern Review 6 (1940)




Praz, IvTario, T. S. Eliot and Dante, Southern Review
2 (1936-37)
Ransom, John Crowe, T. S. Eliot on Criticism, Saturday





Rees, Garnet, French Influence on T. S. Eliot: Remy
de Gourmont
.
Revue de Litterature Com -
paree 16 { 1936
)
Rice, Philip Blair, Critic as Prophet, Poe try 50 (1937)
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Karl, Some Inquiries about T. S, Eliot,
Boston Transcript (September 24, 1932)
Seldes, Gilbert, T. S. Eliot, Nation 115 (1922)
Shapiro, Leo, The Mediaevalism of T. S. Eliot,
Poetry 56 (1940)
Shillito, Edward, The Faith of T. S. Eliot, Chri stian
G en tury 51 (1934)
Shuster, George N,, Mr. Eliot Returns, C ommonweal 16
(1932)
Spencer, Theodore, The Poetry of T. S. Eliot, At Ian tic
151 (1933)






Eliot and the Plain Reader, Fortnightly
138 (1932)
Strong, Robert, The Gritical Attitude of T. S. Eliot,
London Quarterly Review 158 (1933)
Sweeney, James Johnson, East Goker: A Reading, Southern
Review No. 4 (1941)
TIME Tom to T. S., Vol. 33 (1935)
T. S. Eliot Portrait, Vol. 36 (1940)
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New Poetry, Yale Review
,
Autumn 1936
Death in the Desert, Saturday Review
of Literature 10 (lOSS")
Harvard Exiles, Virginia Quarterly
Review 10 (1934)
Letter to the Editor, Spectator 149
(1932
)
’/Vhitfield, Francis J., Ultimate Vision, Typewritten Mss.
in Archives, Widener Library, Harvard
Unlversi ty
7/ho»s Who London: Adam and Charles Black, 1942
Williams, Alexander, Kipling Re-appraised, Boston Herald
.
Sunday, March 22, 1942
Williamson, George, The Talent of T. S. Eliot, Sewanee
Review 35 (1927)
Vifilliamson, Hugh Ross, T. S. Eliot and His Conception of
Poetry, The Bookman (London) 79
(1931); The Poetry of T. S. Eliot .
London: Hodder and Stoughton, Ltd.,
1932
Wilson, Edmund, Axel ' s Castle
.
New York, London:
Charles Scribner’s Sons, 1936;
Poetry of Drouth, Dial 73 (1922);
T. S. Eliot and the Church of England
New Republic 58 (1929); T. S.
Eliot, New Republic 60 (1929)
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Zabel, M. D., T. S. Eliot in Mid-Career, Poetry 36
(1930);
The Still Point, Poetry 41 (1932);
The Use of the Poet, Poetry 44 (1934);
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